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PERFORMANCE PRACTICE OF MCLTIPEE STOPS IN THE SONATAS AND
PARTITAS FOR UNACCOMPANIED VIOLIN OP J . S , BACH
CHAPTER I .
INTRODUCTION
The o u e io a l com poeitione w hich a re  th e  s u b je c t o f  th e  p re se n t study  
were w r i t t e n  d u rin g  B ach 's employment a s  c o u r t  K ap ellm eis te r to  P r in ce  
Leopold a t  Co th e n , 1717 to  1723. T h is  was a p e rio d  d u rin g  which he 
w ro te  l i t t l e  church music b u t a g re a t  many in s tru m e n ta l com positions, 
two c o l le c t io n s  o f  which were th e  S ix  S u i te s  fo r  unaocompanied C e llo  
and th e  Three S onatas and Three P a r t i t a s  f o r  unacconpanied V io lin .
These two groups were d ed ica ted  r e s p e c t iv e ly  to  Ferd inand  A bel, p r in c i ­
p a l  c e l l i s t  and to  Josephus S p ie s s , f i r s t  v i o l i n i s t  o f  th e  Cothen 
in s tru m e n ta l ensem ble.
Purpose o f  th e  S tudy 
T h is  study  w i l l  in v e s t ig a te  perform ance o f a s p e c i f ic  a sp ec t o f th e  
so n a ta s  and p a r t i t a s  fo r  unsccon^anied v i o l i n .  Thorough c o n s id e ra tio n  
i s  to  be g iven movements o f  each  so n ata  and p a r t i t a  w h ere in  a l i t e r a l  
perform ance o f  m u ltip le  s to p s  canno t be r e a l iz e d .  The term  " m u ltip le  
s to p "  in  t h i s  in s ta n c e  i s  d e fin ed  a s  a th r e e -  or fo u r -n o te  com bination 
scored  to  be sounded s im u ltan eo u sly .
The fo llo w in g  c o n s id e re tlo n s  a re  p re sen te d  a s  f a c ts  w hich serve to  
fo cu s  upon th e  g oa l o f t h i s  study:
1 . A l i t e r a l  perform ance o f th e se  works was n o t  expected  by th e  co#q)oser 
s in c e  such co u ld  n o t have been accom plished e i t h e r  i n  t h a t  p e r io d  o r in  
th e  p re s e n t  day*
The composer o f v io l in  music w ro te  o u t th e  polyphonic p ro g re ss io n s  
i n  an id e a l iz e d  way to  show th e  tru e  c o u n te rp o in t, b u t he l e f t  th e  
a c tu a l  'r e a l iz a t io n *  o f  the  sco re  to  th e  v i o l i n i s t  acco rd in g  to  
h i s  d e s i r e s  and a b i l i t i e s .  M oreover, t h i s  id e a l iz e d  v e rs io n  o f the  
music h e lp ed  the  p la y e r  to  un d ers tan d  th e  m usical p ro g re s s io n  
o th e rw ise  concealed  in  the  f ig u r a t io n .^
The unaccompanied v io l in  so n a ta s  and p a r t i t a s  o f Bach c o n ta in  freq u en t 
th r e e -  and f o u r - s t r in g  m u ltip le  s to p s  w hich, a lth o u g h  w r i t t e n  a s  blocked 
ch o rd s , canno t be perform ed as on a keyboard, b u t because o f rounded 
b rid g e  and te n s io n  of bow h a ir  must be a rp e g g ia te d  in  some manner. Two 
p o s s i b i l i t i e s  w hich ten d  to  su p p o rt l i t e r a l  I n te r p r e ta t io n  should  be 
m entioned, y e t  d isco u n ted . One i s  th a t  a th r e e - s t r in g  chord can be 
su s ta in e d  i f  s u f f i c i e n t  bow p re s su re  i s  a p p lie d . However, l im i ta t io n s  
i n  th e  d u ra tio n  o f a sim ultaneous th r e e - s t r in g  sound and i n  th e  p ro p r ie ty  
o f  i t s  n e c e s s a r i ly  loud  dynamic l e v e l  could  f r e q u e n tly  re n d e r  i t  im­
p r a c t i c a l .  The o th e r  p o s s i b i l i t y ,  amounting to  a th eo ry  propounded by 
A rnold S obering  in  th e  e a r ly  tw e n tie th  c e n tu ry , y e t  l a t e r  renounced by 
him, i s  t h a t  in  B ach 's day th e re  e x is te d  a v io l in  bow so c o n s tru c te d  
w ith  s u f f i c i e n t ly  h igh  a rc h  and s la c k  h a i r  t h a t  a l l  fo u r s t r i n g s  could 
be sounded s im u ltan eo u s ly , th e  p e rfo rm er drawing up th e  s la c k  w ith  h is  
r i g h t  thumb when d e s ir in g  to  sound an in d iv id u a l  s t r i n g .  However,
^ a v i d  D. Boyden, The H is to ry  o f  V io lin  P lay in g  from i t s  O rig in s  
to  1761 (London: Oxford U n iv e rs ity  P r e s s ,  1^65), P» 272*
evldenoa o f  the exLstenoe o f  such a bo* has not been uncovered d esp ite
exhaustive research .
. . .n o t  one o f  the p ic tu re s  o f  performing v io l i n i s t s  o f  the time show 
the bow hair  curved over three or fou r s tr in g s , and th is  would be 
an absurdity  because the h a ir  would h i t  the s tr a ig h t bow s t ic k ,  
c h a r a c te r is t ic  o f  both French and I ta l ia n  bows.
I t  I s  true th at German bows o f the time have a more pronounced 
arch than ty p ica l French and I ta l ia n  bows, and by using a r e la t iv e ly  
f l a t  b r id ge , one might p lay  and su sta in  th ree -p a r t, although not 
fo u r-p a r t, c h o r d s . . . .  But a f l a t  bridge makes i t  d i f f i c u l t  to  play  
c le a r ly  on s in g le  s tr in g s , and the bridge was not f l a t  but curved. 
B esid es , no German source speaks o f  relax ing  th e  thumb or o f  slack  
bow h a ir; nor do German p ic tu res  o f  the time show the bow hair  
arched over the s tr in g s , as i t  should be according to  Scherlng's  
th eo ry .2
2 . Composers o f  v io l in  music o f  th e  p e r io d  ( e a r ly  e ig h te e n th -c e n tu ry )  
in d ic a te d  few marks o f e x p re ss io n  and s ty le s  o f bowing i n  t h e i r  works. 
Thus, la c k  o f  knowledge r e l a t i n g  to  s p e c i f ic  perform ance p r a c t ic e s  in  
a d d i t io n  to  th e  p h y s ica l changes th a t  th e  In strum en t and p a r t i c u la r ly  
th e  bow have undergone s in c e , le a d  th e  p re se n t day v i o l i n i s t  to  r e ly  
upon o th e r  th an  e a r ly  e ig h te e n th -c e n tu ry  p ra c t ic e  f o r  develop ing  an 
I n te r p r e ta t io n  o f  h is  own. One m ight wonder i f  perhaps e ig h te e n th -  
c e n tu ry  t r e a t i s e s  on v io l in  p la y in g  would serve as  an a id  to  in te r p r e ­
t a t i o n .  They do , b u t on ly  to  a l im i te d  e x te n t .  The f i r s t  such manuals 
appeared  a t  th e  very  end o f  th e  sev en teen th  c e n tu ry , th e  le v e l  o f  in ­
s t r u c t io n  In  a l l  o f them being  d e c id e d ly  e lem en tary . These w ere con­
c e iv e d  p r im a r i ly  fo r  th e  am ateu r. Not u n t i l  a f t e r  1750 w ere t r e a t i s e s  
w r i t t e n  o f  s ig n i f ic a n t  w orth  to  th e  p ro fe s s io n a l  v i o l i n i s t ;  such works 
a re  th o se  o f  G em iniani, Leopold M ozart, and L'Abbe l e  f i l s .  I n te r p r e ­
t a t i o n  and perform ance o f  th e  m u ltip le  s to p s  in  th e  unacconpanled vio l in  
w orks o f Bach a re  unique a s  compared w ith  com positions o f  con tem poraries
2 lb ld . ,  p . Ii33.
such as C o r e l l i ,  V iv a ld i, T a r t i n i ,  and o th e rs .  T his un iqueness, th is  
polyphonic q u a l i ty  and prevalence  o f b locked ch o rd s , s e t s  them a p a r t  
from  c h a r a c te r i s t i c  e ig h te e n th -c e n tu ry  v io l in  com positions. Bach was 
undoubtedly in f lu e n c e d , however, by two German composers whose ex p e ri­
ments w ith  sco rd a tu ra  tu n in g , m u lt ip le - s to p s , and h ig h e r  p o s i t io n s  were 
r e l a t i v e ly  well-know n in  t h e i r  tim e b u t whose com positions have n o t su r­
v ived  i n  th e  modern p e rfo rm e r 's  r e p e r to i r e .  These in n o v a to rs  were 
H e in rich  B iber (l6Ui-170U) and Jacob W alther ( c .  1650-1717).
3 . Except in  few in s ta n c e s , modem e d i t io n s  do n o t d i f f e r  w ith  th e  
au tograph  o f B ach 's  so natas and p a r t i t a s  in s o f a r  a s  n o ta tio n  i s  con­
ce rn ed , a lthough  th e re  a re  se v e ra l s ig n i f i c a n t  d if f e re n c e s  in  a r t i c u l a ­
t io n  ( s lu r s )  and in  m u ltip le -s to p  n o te  v a lu e s . The Joachim  & Moser 
e d i t io n  i s  s ig n i.f ic a n tly  d i f f e r e n t  from  th e  o th e rs  i n  th a t  i t  co n ta in s  
throughout a double sco re , the  lower s t a f f  having been c a re fu l ly  tr a n s ­
f e r r e d  from B ach 's o r ig in a l  t e x t ,  au tographed  and d a ted  1720. I t  i s  
from  t h i s  e d i t io n ,  s p e c i f ic a l ly  the  o r ig in a l  Bach t e x t ,  th a t  th e  prim ary 
source  o f th e  p re s e n t  study  i s  ta k en .
Procedure
The study  w i l l  be con fined  to  movements c o n ta in in g  a predominance 
o f  m u ltip le  s to p s .  Each movement w i l l  be analyzed  h arm on ically , i n ­
c lu d in g  id e n t i f i c a t io n  o f p h rases  and non-harmonic to n e s . From th e  
th re e  sonatas  and th re e  p a r t i t a s ,  th e re  c o n s is ts  a t o t a l  o f  th ir ty - tw o  
movements. Of th e s e ,  s ix te e n  c o n ta in  a predominance o f  m u ltip le  s to p s ; 
i t  i s  t h i s  group which w i l l  be the  s u b je c t  o f  th e  in v e s t ig a t io n .  A comr- 
pan ion  volume (Volume I I )  c o n ta in s  each movement, f u l l y  i l l u s t r a t e d .
The movements w i l l  be treated  in  turn , each being examined accord­
in g  to  the fo llow in g  procedure:
1 . Perform ance p ra c t ic e  o f  each m u ltip le  s to p  w i l l  be n o ta te d  and a 
s p e c i f ic  p r in c ip le  (o r  p r in c ip le s )  fo r  e v a lu a tio n  o f perform ance w i l l  
be a ss ig n e d  to  i t .
2 . S ty le  c h a r a c te r i s t i c s  which a re  re v e a le d  through a n a ly s is  and a re  
r e le v a n t  to  perform ance w i l l  be c i te d .
3* In s ta n c e s  in  which d isc re p a n c ie s  occu r between th e  Bach au tograph  
and th e  p re s e n t  a n a ly s is  (o r  i l l u s t r a t i o n s )  w i l l  be l i s t e d  f o r  purposes 
o f  c l a r i f i c a t i o n .
A n a ly tic a l Quids Lines R e la te d  to  
B ach's S ty le  C h a r a c te r is t ic s  
In  c e r ta in  in s ta n c e s  B ach 's  s ty le  c h a r a c te r i s t i c s  become a fa c to r  
in  d e term in ing  or e x p la in in g  term inology o f  a n a ly s is .  Follow ing a re  
s e v e ra l  term s so a ffe c te d :
1 .  A n a ly sis  o f non-harmonic to n es . T r a d i t io n a l ly ,  non-harm onic tones 
a re  d e f in e d  as being e i t h e r  p rep ared  o r re so lv e d  by s tep -w ise  m otion or 
r e p e t i t i o n .  However, on occasion  non-harm onic tones approached and l e f t  
by sk ip  a re  found in  th e  works p re s e n tly  under in v e s t ig a t io n .  Recon­
c i l i a t i o n  w ith  t r a d i t i o n a l  a n a ly s is  i s  based  upon th e  polyphonic te x tu re  
c h a r a c te r i s t i c  o f th ese  w orks. Three guide l in e s  fo llow :
a) The sk ip s  Invo lve an  octave d isp lacem en t o f e i th e r  th e  non­
harmonic tone o r  an a d jac e n t harmonic to n e .
Sonata No. 1 , Adagio, m. Hi
b) The non-ham onic tone la  p a r t  o f  an I n te r m i t te n t  m elodic l i n e .
Sonata No, 1 , Fuga, m. 65
c ) A su ccession  o f non-harmonic tones surrounded by members o f an 
analyzed harmony may be termed an arpeggiated suspended chord.
Sonata No. 1 , Adagio, m. 17
2 . A n a ly sis  o f  chord in v e rs io n . The analyzed in v e rs io n  o f a chord w i l l  
bo determ ined  by th e  lo w est chord member re g a rd le s s  o f i t s  tem poral 
ap p ea ran ce .
É
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Sonata No. 1 , S ic i l i a n a ,  m. 6
3* A n a l/a la  of d im in ished  t r i a d s .  A l i t e r a l  I n t e r p r e ta t io n  o f  th e  
d im in ish ed  t r i a d  I s  chosen r a th e r  th an  one which d e sc r ib e s  th e  chord 
a s  a dom inant seven th  sound w ith  m issing  r o o t .  However, t h i s  a n a ly s is  
w i l l  o c c a s io n a lly  r e s u l t  In  unusual ro o t r e la t io n s h ip s .  I l l u s t r a t i o n s  
o f  such occasions fo llo w . S ince the  emphasis o f  th i s  s tu d y  I s  no t 
p r im a r i ly  focused upon a n a ly s is  o f ro o t  m otion, th i s  I n t e r p r e ta t io n  I s  
c o n sid e red  to  be s u f f i c i e n t ,
a )  As an example o f one i r r e g u la r  r e s o lu tio n , n o tic e  th e  dim inished 
t r i a d  on b e a t one in  th e  i i i u s t i c t l o n  below. The t r i a d  i s  no t 
fo llow ed by a chord co n ta in in g  th e  re s o lu t io n  o f  I t s  ro o t .  
R eso lu tio n  n o te  "G" m ight be Im p lied , however, a s  th e  m issing 
ro o t  o f a dom inant seven th  chord on b e a t two.
i'lX
Sonata No. 2 , Puga, m. 61-65
b) As another example o f an irreg u la r  reso lu tio n , w herein the 
dim inished tr ia d  a c ts  as the chord o f r e so lu t io n , n o tice  the
8I l l u s t r a t i o n  below. The harmony in  m easure tw en ty -s ix  im p lies  
a t r a d i t i o n a l  ro o t m otion to  an "A" which i s  n o t p re s e n t  i n  th e  
fo llo w in g  m easure. T h is r e s o lu t io n  m ight be im p lie d , however, 
a s  a dominant seven th  chord  w ith  m issing  r o o t  on b e a t one o f  
measure tw enty-seven .
h  Hi
— f  ■*
P a r t i t a  No. 1 , Sarabande, m. 26-27
U. A n a ly s is  o f  seven th  and n in th  ch o rd s .
a) Provided a belated  appearance o f the seventh occurs w ith in  a 
one-measiire span, a harmony w i l l  be analyzed i n i t i a l l y  as a 
seventh chord. N otice in  the second i l lu s t r a t io n  below that 
the seventh does not appear u n t i l  measure 108.
Sonata No, 2 , G rave, m. 3
© ©
c  ^  ^
Sonata No. 3 , Fuga, m. 107-108
b ) The a n a ly s is  o f  a harmopy a s  a n in th  chord i s  chosen when th e
n in th  cannot be ex p la in ed  as  a non-harmonic to n e  and i t s  note
o f re s o lu t io n  does appear in  th e  fo llo w in g  harm oiy,
A. © 0
C-  X
Sonata No, 2 , Fuga, m, 256-258
5» I n  a d d itio n  to  th e  prim ary  requirem ent o f a fu g a l e p iso d e , th a t  o f
being a passage w herein  a s ta tem en t o f th e  su b je c t i s  n o t p re s e n t, th e
fo llow ing  f a c to r s  a r e  con sid ered  in  the  a n a ly s is  o f ep iso d es  o ccu rrin g  
in  th e  th re e  fugues in c lu d ed  i n  th i s  s tu d y . An ep iso d e :
a ) s ig n a ls  a change in  tre a tm e n t o r o rg a n iz a tio n  o f  rhythmic o r
melodic m a te r ia l  and i s  u su a lly  preceded by a cadence.
b) i s  f re q u e n tly  c h a ra c te r iz e d  by sequences,
c ) e f f e c t s  a t r a n s i t i o n  between one key and th e  n e x t, A p assage , 
g e n e ra lly  b r i e f ,  which can be analyzed  a s  an e x ten s io n  o f a 
to n a l i ty  i s  th u s  n o t recogn ized  as  an e p iso d e .
I n te r p r e ta t io n  o f  Symbols Used in  A n a ly sis  
The fo llo w in g  i s  a l i s t  o f  symbols which a re  used in  Volume I I  and 
a re  c o r re la te d  w ith  d is c u s s io n  in  Volume I ,
B: Key a n a ly s is  (m ajor)
/&: Key a n a ly s is  (minor)
10
f  I l l u s t r a t e d  perform ance o f  m u ltip le  s to p  
a p p ea rin g  in  Volume H  ( r e fe re n c e  
i n  Volume I )
Numbered m easure 
Non-harmonic tone  (e n c irc le d )  
vi -^ 7 p iv o t ch o rd  o f  m odulation (arrow  in d ic a te s
IV3' harm onic a n a ly s is  co n tin u in g  in  new key)
Harmonic cadence
Melodic p h ra s in g  (used when m elodic does 
n o t  c o in c id e  w ith  harmonic cadence)
I
SuB.
£Pi-
Numbered v a r ia t io n  in  "Chaconne" from 
P a r t i t a  No. 2
Fugue s u b je c t  or episode e n t r ie s
P r in c ip le s  f o r  E v a lu a tio n  o f 
Perform ance P ra c t ic e  
The i n i t i a l  approach to  perform ance o f th re e -n o te  o r fo u r -n o te  
chords in  v io l in  music i s  to  reg a rd  them as  th r e e - s t r in g  o r  f o u r - s t r in g  
s to p s .  I t  shou ld  be reco g n ized , how ever, t h a t  no fo u r-n o te  chord  can
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be Interpreted  as w ritten ; th a t i s ,  an immediate, sim ultaneous sound i s  
iaqpossible because o f  the arch o f  the v io l in  bridge and the ten sio n  on 
the h a ir . The chord must th erefo re  be performed in  some manner o f  
arp egg ia tion . In some in s ta n ce s , however, th ree-n ote  chords can be 
su sta ined  sim ultaneously fo r  a short duration by s u f f ic ie n t  bow pressure  
and v e lo c i ty . S ince the bow a c t iv a te s  the v io l in ' s  sound, performance 
o f  a l l  m ultip le stops i s  fu rth er  d elim ited  by bowing s t y le .  This s ty le  
can involve the fo llow in g  in  any combination: the d ir e c t io n  o f  the bow 
stro k e , an o n -th e -str in g  versus an o f f - th e -s tr in g  a tta c k , the type o f  
arpeggiation  (upward or downward), and an in p lied  dynamic le v e l  w ith in  
the context o f  surrounding so n o r ity .
Whereas t h is  in v e s t ig a tio n  i s  concerned w ith  i l lu s t r a t in g  m ultip le  
stop performance which cannot be in terp reted  l i t e r a l l y  w ithout some 
a lte r a t io n , a co n s is ten t attempt w i l l  be made to provide i l lu s t r a t io n s  
which r e ta in  as c lo se ly  as p o ss ib le  the l i t e r a l  requirements o f  the  
Bach autograph. F ir s t  p r io r ity , th ere fo re , sh a ll be to  r e ta in  a r t ic u la ­
t io n  and time durations which do not c o n f l ic t  w ith  l i t e r a l  in ter p r e ta tio n .
The fo llow in g  p r in c ip le s  fo r  evaluation  of performance p ra c tice  
evo lve  from t h is  study. They are based upon options a v a ila b le  fo r  non­
l i t e r a l  performance o f m u ltip le  s to p s , upon tech n ica l l im ita t io n s  in  
bowing and l e f t  hand fin g er in g , upon th e o r e tic a l con sid era tion s o f  the  
works under in v e s t ig a tio n , and upon tex tu ra l and s t y le  c h a r a c te r is t ic s  
of the composer. Since the one performance c h a r a c te r is t ic  a l l  m ultip le  
stop s share i s  th a t they preclude l i t e r a l  in ter p r e ta tio n , the f i r s t  
category ( l a ,  b , and c ) ,  which i s  addressed to  th a t s p e c if ic  common
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c h a r a o te r is t lc , la  univeraalljr a p p lica b le . That category  i s  subdivided  
fo r  th e  purpose o f  d efin in g  th ree op tion s a v a ila b le  to  th e perform er. 
These are the breaking (p lane changing) bow strok e, the crushing bow 
s tr o k e , and the arpeggiated bow stro k e .
I .  Options A vailab le  fo r  N o n - lite r a l Performance o f  M ultiple Stops
a . A rap id ly  drawn bow changing planes or "breaking" the
m u ltip le  stop in  two i s  the most common performance technique. 
In  the case o f  a fo u r-str in g  stop , the sep aration  i s  between 
the lower two and upper two v o ic e s . In a th re e -s tr in g  stop , 
the prin ted  duration o f  the middle vo ice i s  taken l i t e r a l l y  
except when r e s tr ic te d  by lim ita tio n s  o f  fin g er in g  or a r t ic ­
u la t io n . In a l l  ca se s , the bow, in  in i t ia t in g  the sound o f  
one ou tsid e  v o ic e , n e c e ssa r ily  causes a delay at the opposite  
end of the m u ltip le  stop . This w i l l  in  turn cause the 
in i t ia t in g  vo ice to be abbreviated in  i t s  duration . U nless 
otherw ise s ta ted , i t  should be understood th at the low est 
v o ice  custom arily in i t i a t e s  th e  son ority . The d ir e c tio n  o f  
emphasis i s  away from the low est v o ic e , toward a susta ined  
upper v o ice .
0 " r
Sonata No. 1 , Adagio, m. 1
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b . When th e  m u ltip le  s to p  i s  a th r e e - s t r in g  com bination  and a l l  
th re e  v o ic e s  a re  o f  e q u a lly  s h o r t  d u ra t io n , a s w i f t ,  some­
w hat c ru sh in g  bow s tro k e  can be a p p lie d  to  i n i t i a t e  a sim ul­
taneous sound . However, t h i s  p r in c ip le  can  be e f f e c te d  b e s t  
when th e  m u ltip le  s to p  i s  s tru c k  down bow fo llo w in g  a s l i g h t  
l i f t  and o n ly  when a r a th e r  f o r c e fu l  s tro k e  i s  a p p ro p r ia te . 
The th re e  s t r in g s  a re  s tru c k  s im u ltan eo u sly , fo llow ed  by a 
s l i g h t  ad ju stm en t o f  th e  bow a s  i t  a l t e r s  i t s  p lan e  to  
emphasize th e  melody n o te . A s u s ta in in g  em phasis can be 
p laced  on e i t h e r  upper o r lower no te  when a down bow s tro k e  
i s  used. However, an up bow s tro k e  can  p lace  a su s ta in in g  
emphasis on ly  on th e  upper n o te  o f a m u ltip le  s to p . The 
re v e rse  i s  q u i te  awkward.
■ —* ■ » /  -r - ' /  ■ -,—
© ' ■ ' n ' f  ' Ç, '
J  ' \  !>■ V
Sonata No. 1 , Fuga, m.3
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Sonata No. 1 , Fuga, m. 21
c .  The m u ltip le  s top  can a ls o  be a rp e g g ia te d  one s t r in g  a t  a 
tim e, e i th e r  upward o r downward, th e  bow coming to  r e s t  on 
th e  melody no te  o r vo ice  o f s t ro n g e s t  r e s o lu tio n . T his 
p r in c ip le  i s  e f fe c t iv e  when a l e s s  than  fo rc e fu l  a t ta c k  i s  
a p p ro p r ia te  and a p a r t i c u l a r  voice ho lds th e  im petus fo r  an 
ongoing m elodic l i n e .  The a rp e g g ia tio n  p rov ides f i r s t  a 
r e s o lu t io n  to  th e  to n ic , then th e  com pletion o f th e  upper 
v o ic e s ’ m elodic l i n e s ,  and f i n a l l y  a r e tu rn  to  th e  vo ice  
which co n tin u e s  th e  m elodic im petus.
. !  ?g
Sonata No, 1 , S ic i l ia n s ,  m, U
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In  a d d i t io n  to  th e  a p p lic a t io n  o f  one of th e  above o p tio n s  to  th e  
perform ance o f  each m u ltip le  s to p , o th e rs  o f th e  rem aining p r in c ip le s  
a re  a v a i la b le  f o r  f u r th e r  s u b s ta n t ia t in g  a s p e c i f ic  perform ance p rac ­
t i c e .  The f i n a l  su b d iv is io n  o f  th e  f i f t h  c a teg o ry  (Vc) d e f in e s  a 
s p e c i f ic  s ty l e  o f  perform ance somewhat s im ila r  to  p r in c ip le  I c .
However, th e  d is t in g u is h in g  perform ance c h a r a c te r i s t i c  o f a co n tin u in g  
a rp e g g ia tio n  se rv es  to  d is a s s o c ia te  i t  from a l l  th re e  su b d iv is io n s  o f 
th e  f i r s t  c a te g o ry .
I I .  T ech n ica l l im i ta t io n s  in  Bowing and L e ft Hand F in g e rin g
a .  T ech n ica l awkwardness in  l e f t  hand f in g e r in g  can  o c c a s io n a lly  
n e c e s s i ta te  the  a b b re v ia tio n  ( in  tim e d u ra tio n )  o f  p a r t  o f 
a m u ltip le  s to p .
Sonata No. 1 , Adagio, m. 9
b . The p r in te d  a r t i c u la t io n  ( s lu r s  o r  absence o f s lu r s )  can 
n e c e s s i ta te  th e  a l t e r a t i o n  in  time d u ra tio n  o f one o r  more 
to n es  w ith in  a m u ltip le  s to p .  This p ra c t ic e  may a ls o  be 
in flu e n c e d  by s im ila r ly  a r t i c u la te d  f ig u re s  i n  c lo se  p rox -
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im ity* N otice the s im ila r ity  between beat four, measure 
seventeen and beat two, measure e igh teen .
Sonata No. 1 , S ic i l i a n a ,  ra. 17-18
I I I .  T h e o re tic a l C o n sid e ra tio n s
Harmonic background can be a determining factor in  d ec id ing  
where emphasis should l i e .  This p r in c ip le  has s p e c i f ic  
re fe ren ce  to  a c t iv e  o r non-harmonic to n es  having a c le a r ly  
d e fin ed  tendency tow ard re s o lu t io n .  In  the fo llo w in g  example, 
m iddle voice  "G ," in  a d d itio n  to  being  th e  melody, i s  a non- 
harmonic tone  w ith  im petus fo r  a c l e a r ly  a r t i c u la te d  
re s o lu t io n  to  "F sh a rp ."
Sonata No. 1 , Adagio, m. 1
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IV. Textural C haracteriatlce
a . A tex tu re  (polyphonic) which r e a liz e s  or im plies more than 
one melodic l in e  in flu e n c e s  m ultiple stop  performance. 
Melodic s ig n if ic a n c e  i s  shared by the resp ec tiv e  v o ic e s . In 
the fo llow in g  example^ middle vo ice  "D," as the continuing  
melody, i s  jo in ed  momentarily by an upper v o ic e .
Sonata No. 1 , Adagio, m. 3
b. A textu re (homophonie) which i iç ) l ie s  one melodic l in e  with  
chordal accompaniment, in flu en ces  m u ltip le  stop performance 
and therein  su ggests emphasis on the member of the melodic 
l i n e .  This en çh asis can be im plied by the printed  stem 
d iv is io n  whereby the melody i s  v is ib ly  separated from the 
accompanying v o ic e s . In th e performance i l lu s t r a t io n ,  
however, t h is  stem d iv is io n  may be obscured by the p r io r ity  
o f  adhering to  as l i t e r a l  a performance in  time duration as 
i s  prescribed  by the Bach autograph.
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Sonata No. 1 , Adagio, m, l$-?.6
V. S ty le  C haracL eristies
a . Frequent recurrence o f a p a r ticu la r  melodic fig u re  w ith in  
a movement i s  a factor supporting a consistency in  perform­
ance o f th a t figu re  throughout the movement. The f i r s t  o f  
the fo llow in g  examples cannot be performed l i t e r a l l y ,  the  
second can be p a r t ia l ly  so , and the th ird  com pletely so . 
However, the im p lica tion  o f  th is  fig u re  as a s t y l i s t i c  
elem ent su ggests  a s im ila r ity  in  performance.
6‘ ï  }. u  8* *
Sonata No, 1 , S ic i l ia n a ,  m. 11 , 10, 15
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b. The composer's choice o f  stem d ir e c t io n  (d iv is io n ) suggests  
a con sisten cy  in  in terp reta tio n  among l ik e  figu res in  c lo se  
proxim ity. Technical f e a s ib i l i t y ,  tiowever, could l im it  
s t r i c t  adherence to th is  p r in c ip le .
Sonata No. 3, Fuga, m. 1$L-1$S
0 . Where i t  i s  not p ossib le  to su sta in  long note values in d icated  
to  be held during performance o f severa l shorter note values, 
a continuous arpeggiation  can be employed throughout the 
passage. This technique i s  a type of bariolage or ondeggiando 
s t y le  o f  bowing.
afm,nT!n^ miMM
r i - i  ^ r  t çT'fW J
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Sonata No. 1 , Fuga, m. 35-36
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Tha savaral movements o f the three eon*tee and three par tita n  v l l l  
be flubjecta fo r  the fo llow ing s ix  chapters. Each chapter w i l l  be 
devoted to one o f  the sonatas or p a r t ita s . P r in cip les  for  evaluation  
o f performance p ractice  prev iously  outlined  w i l l  be assign ed  the 
enumerated m u ltip le stop s. Volume II  o f th is  study consist:! e x c lu s iv e ly  
o f i l lu s t r a t e d  and analyzed scores o f the movements under in v e s t ig a t io n .
CHAPTER n .
SONATA NO. I in  0 MINOR 
Sonata No. 1 con ta in s fou r movements: Adagio, Fuga, S ic i l ia n s ,  
and P resto . Of th ese , the f i r s t  three w i l l  be included in  th is  study 
and are the su b ject o f  th is  chapter.
Adagio in  0 minor^
Reference to Enumerated M ultiple Stops 
I llu s tr a te d  in  Volume II
1 . P r in c ip le  l a .  The c h a r a c ter is t ic  resonance o f open s tr in g s  "0" 
and "D” supports a momentarily sim ultaneous sound.
2 . P r in c ip les  la  and I I I .  The middle voice ”G," in  ad d ition  to being 
the melody, i s  a non-harmonic tone w ith  impetus fo r  a c le a r ly  articu la ted  
r eso lu tio n  to  "F sharp."
3 . P r in c ip les  la  and I la .  The middle vo ice  "Q" i s  the melody. Although 
th e upper vo ice  "F sharp" cannot be su sta in ed  for i t s  p rin ted  value, i t  
should rece iv e  s u f f ic ie n t  emphasis in  order to  continue "in memory" 
u n t i l  i t s  r eso lu tio n  on beat th ree .
U* P r in c ip le  la .  The c h a r a c ter is t ic  resonance o f open s tr in g s  "Q" and 
"D" supports a momentarily simultaneous sound.
5 . P r in c ip le s  la  and IVa. Although middle vo ice  "D" remains the pre-
^The key signature suggests the dorian mode. However, the move­
ment can be r ea d ily  analyzed in  "0" minor.
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dominant melody, the upper s ix teen th  notes su ggest a momentarily poly­
phonic te x tu re .
6 .  P r in c ip le s  la  and IVa# This i s  a continuation  o f  the previous 
example.
P r in c ip le  I lb ,  Observance o f  the printed  a r t ic u la t io n  w i l l  
n e c e s s ita te  abbreviation  o f  the upper voice "Q."
7 . P r in c ip le s  la  and IV a. Although middle v o ice  "D” remains the 
predominant melody, the upper v o ice  suggests a momentarily polyphonic 
texture#
P r in c ip le  I la .  Duration o f  the middle v o ice  "D" must be shortened  
in  order fo r  the t r i l l  to  be executed .
8 . P r in c ip le s  Ib and IVb.
9 .  P r in c ip le  l a .  C u riou sly , Bach i s  in c o n s is te n t  here in  that both 
open ”Gs" in  the measure w i l l  sound th e  same le n g th ; th e  perform er has 
no co n tro l over the open "G" s tr in g 's  resonance in  t h is  in sta n ce .
10. P r in c ip le s  la  and I l a .  The middle note "E" cannot be sustained fo r
i t s  p r in ted  value.
P r in c ip le  IVb.
11 . P r in c ip le  Ib and IVb.
12. and 13 . P r in c ip les  la  and I I I .  The middle vo ice  can be sustained  
fo r  i t s  p r in ted  value and thus complement the r e so lu t io n  o f  the upper 
v o ic e .
111. P r in c ip le s  la  and I l a .  The middle note "F sharp" cannot be sus­
ta in ed  fo r  i t s  printed  value#
15# P r in c ip le s  la  and m .  The middle vo ice  "A," in  add ition  to  being
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the  m elody, i s  a non-harmonic to n e  w itii im petus f o r  a c le a r ly  s ta te d  
r e s o lu t io n  to  "B f l a t . "  The s lu r  i s  added to  accommodate the  d u ra t io n  o f  
the  upper v o ic e .
16 . p r in c ip le s  la  and I I I .  S ince  m iddle v o ice  "Q" i s  th e  co n tin u in g  
melody, no d e lay  i n  i t s  en tran ce  should  o ccu r .
17. P r in c ip le s  l a  and l i b .  Observance o f th e  p r in te d  a r t i c u la t io n  w i l l  
n e c e s s i ta te  a b b re v ia tio n  o f th e  upper n o te  "B ."
18 . P r in c ip le s  Ib  and IVa.
19.  P r in c ip le s  l a  and I l b .  In  perform ance, th e  g race  n o te  fo llo w s th e
low er two n o te s  o f  the  chord . Observance o f  th e  p r in te d  a r t i c u la t io n
w i l l  n e c e s s i ta te  a b b re v ia tio n  o f  th e  m iddle n o te  "F ."
20. P r in c ip le s  l a ,  I l a ,  and IVb. The p o s s i b i l i t y  o f  su s ta in in g  th e  
middle n o te  i s  re co g n ized , though d isco u n ted  because o f  the  awkward f in g e r ­
in g .
21. P r in c ip le s  l a ,  IVb, and Vb. The p o s s i b i l i t y  o f  su s ta in in g  the  
m iddle voice f o r  i t s  p r in te d  value i s  d isco u n ted  because o f th e  awkward 
f in g e r in g .
22. P r in c ip le  l a ,
23.  P r in c ip le s  Ib  and IVb.
2h» P r in c ip le s  la  and IVb.
25. P r in c ip le  l a .
26. and 27.  P r in c ip le s  l a  and IVb, In  th e se  and i n  th e  above i l l u s ­
t r a t i o n ,  the  m iddle note can be su s ta in e d  f o r  i t s  p r in te d  v a lu e , thus 
th e  s im i la r i ty  in  in te r p r e ta t io n .
28. P r in c ip le s  l a  and TVs. T his m u ltip le  s to p  sho u ld  be executed  w ith
2h
a c le a r ly  d e fin ed  tw o -an d -tw o -strin g  sep a ra tio n  in  o rd e r to  su p p o rt an 
eq u a l emphasis upon both rn p e r  v o ic e s . Note the s im i la r i ty  to  i l l u s ­
t r a t i o n  f iv e  i n  measure th r e e .
29 , P r in c ip le s  l a ,  H b , and IVa, Note th e  s im i la r i ty  to  i l l u s t r a t i o n
s ix  in  measure th re e ,
30 , P r in c ip le s  l a  and I I I .  The m iddle voice "C" i s  a non-harm onic 
tone  w ith  im petus f o r  a c l e a r ly  a r t i c u la t e d  r e s o lu t io n  to  "B ."
31 , P r in c ip le  l a ,
32, P r in c ip le  l a ,
33, P r in c ip le s  l a ,  I l a ,  and I l b .  F in g e rin g  awkwardness and th e  p r in te d
a r t i c u l a t i o n  e q u a lly  r e s t r i c t  th e  d u ra tio n  of upper n o te  "A."
3U. P r in c ip le s  la  and IVa. The i l l u s t r a t i o n  im p lie s  th e  c o n tin u a tio n  
o f  a m om entarily polyphonic te x tu re ;  however, the  c h a r a c te r i s t i c  
resonance o f open s t r in g s  ten d s  to  su p p o rt an a l te r n a t iv e  w herein  the 
bow would break away from a sim ultaneous sounding o f  bo th  open s tr in g s  
a llo w in g  t h e i r  combined resonance to  su p p o rt the  upper m elodic l i n e .
35 . P r in c ip le s  l a  and H I .  This m u ltip le  stop  should  be execu ted  w ith  
a c le a r ly  d e fin ed  tw o-an d -tw o -strin g  s e p a ra tio n  in  o rd e r fo r  th e  seven- 
s ix  su spension  to  be c le a r ly  a r t i c u la te d .
36 . P r in c ip le  l a .
37. P r in c ip le s  l a  and H b .  Observance o f  the  p r in te d  a r t i c u l a t i o n  
w i l l  n e c e s s i ta te  a b b re v ia tio n  o f  m iddle no te  "A."
38 . P r in c ip le  l a .  The c h a r a c te r i s t i c  resonance o f open s t r in g s  "G" 
and "D" w i l l  e f f e c t iv e ly  produce a lo n g e r d u ra tio n  in  sound th a n  i s  
a p p a ren t from  th e  i l l u s t r a t i o n .
25
S ty le  C h a r a c te r is t ic s  R elev an t to  Perform ance 
The movement i s  predom inantly  o f a homophonie te x tu re .  A lthough 
a to p - l in e  melody p r e v a i l s ,  th e  perform er shou ld  be aware o f  th e  
o c c a s io n a l In s tan ces  when th e  melodic l i n e  i s  surrounded by i t s  
ch o rd a l accompaniment. Such examples a re  m easure one, b e a t th re e ;  
m easure tw o, bea t one; measure te n ,  b e a t one; and a lso  measure te n , 
b e a ts  th re e  and fo u r .
M omentarily polyphonic passages occur w hich c a l l  fo r  a d u a l enpha- 
s i s  in  m elodic in p o r t .  N otice  measure th r e e ,  b e a ts  two and th re e ;  
m easures f iv e  and s ix ,  b e a ts  fo u r  and one r e s p e c t iv e ly ;  and measure 
e lev e n , b e a ts  one and two.
P h rase  le n g th s  vary  from s ix  and o n e -h a lf  b e a ts  to  tw elve b e a ts  
w ith  th e  cu rio u s  ex cep tion  o f  a fo u r te e n -b e a t p h ra se , in  the  m iddle o f 
which i s  found an evaded cadence on a d im in ished  seven th  chord and 
fo rm ata  (measure th i r t e e n ) .  The choice o f p h rase  s e p a ra tio n  in  measure 
sev en teen  i s  in flu en ced  by measure fo u r and th e  s im i la r i ty  o f  m elodic 
m a te r ia l  and harmonic p ro g re ss io n s  su rround ing  th e se  two a r e a s .
D iscrep an cies  Between the  A utograph and A nalysis 
In  measure th re e , b e a t th re e ,  i t  i s  assumed t h a t  low er n o te  "E" 
i s  to  be a f l a t  as  i s  marked p rev io u s ly  in  th e  upper oc tav e .
In  measure s ix ,  b e a t one, i t  i s  assumed t h a t  th e  "E f l a t "  i s  to  be 
r e ta in e d  from  th e  p rev io u s  measure.
In  measure n in e te e n , b e a t one, i t  i s  assumed th a t  th e  i s  to  
rem ain a sharp  from i t s  a n t ic ip a t io n  a c ro ss  th e  b a r - l in e .
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Füga i n  0 minor^
R eference to  Enumerated M u ltip le  S to p s  
I l l u s t r a t e d  i n  Volume I I
1 . to  3« P r in c ip le  Ib . The upper v o ic e , i n  observance o f  t h i s  
p r in c ip le ,  may n o t be d e lay ed , no r shou ld  th e  bow 's su p p o rt be w ith ­
drawn from i t .  
li. to  6 . P r in c ip le  Ib ,
7 . P r in c ip le s  Ib  and IV a. Two m elodies o verlap  i n  th e  upper v o ic e s , 
one te rm in a tin g , th e  o th e r beg inn ing  a new l i n e .
8 . P r in c ip le  Ib .  The bow re v e rse s  i t s  d ir e c t io n  o f emphasis in  o rd e r 
to  su p p o rt a m elodic l in e  i n  the  low er v o ice .
9 . P r in c ip le s  I b .  and IV a. T h is i s  a lso  an o v erlap p in g  o f two melodic 
l in e s  (see  i l l u s t r a t i o n  sev en ); however, no th ing  can be done to  e q u a lly  
s u s ta in  both o u ts id e  v o ic e s .
10. P r in c ip le s  I b  and IVa.
11 . to  15. P r in c ip le  I b .
16 . P r in c ip le s  Ib  and I lb .
17» and 18. P r in c ip le  I b .
19. P r in c ip le s  Ib  and IVa.
20. to  22. P r in c ip le  I b .  The bow re v e rse s  i t s  d i r e c t io n  o f em phasis 
in  o rd e r  to  s u s ta in  a m elodic l in e  i n  th e  lower v o ic e ,
23. to  29. P r in c ip le s  Ib  and IV a. This s e r ie s  o f  m u ltip le  s to p s  beg ins 
w ith  perhaps an equal m elodic im portance in  o u te r  v o ic e s  o f  which th e re
^ In  c o n tra s t  to  th e  A dagio, t h i s  movement does appear to  have a 
modal harmonic background. The d o ria n  mode i s  im p lied  by an o ccas io n a l 
minor t r i a d  on th e  dominant s c a le  d e g re e .
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I s  no vay  to  e q u a lly  em phasize. In  i l l u s t r a t i o n s  tw e n ty -s ix  th rough  
tw e n ty -n in e , a fragm ent o f  th e  fugue s u b je c t  does appear in  th e  m iddle 
v o ic e .
30 .  P r in c ip le s  la  and IV a. The fragm ent s h i f t s  to  th e  upper v o ic e , 
o v e rlap p in g  th e  p re v io u s  s ta tem en t.
31.  and 32 .  P r in c ip le  I b .
33« P r in c ip le  l a .
3U« and 35» P r in c ip le s  Ib  and IVa. The m elodic fragm ent s h i f t s  to  
th e  m iddle v o ic e .
36.  and 37# P r in c ip le  I b .  The s lu r  i s  added to  accommodate th e  d u ra ­
t io n  o f  th e  upper v o ic e .
38.  and 39# P r in c ip le  Ib ,
iiO. P r in c ip le s  Ib  and IVa. The m elodic fragm ent s h i f t s  to  th e  m iddle 
v o ic e .
U l. P r in c ip le s  Ib  and IVa. The m elodic fragm ent re tu rn s  to  th e  upper 
v o ic e ,
U2. to  U6. P r in c ip le  I b .
U7# to  58# P r in c ip le s  Ib  and Vb. The rhythm ic s im i la r i ty  and con tou r
o f  th e  m elodic l in e  (m easures t h i r t y  to  th i r ty - tw o )  give reaso n  f o r  a
c o n s is te n c y  in  in te r p r e ta t io n  o f th e  c h o rd a l accompaniment w ith  th e
ex cep tio n  o f measure t h i r t y ,  b ea t fo u r ,  and th i r ty - o n e ,  b e a ts  th re e  and 
fo u r ,  where th e  f o u r - s t r in g  s tops would be perform ed acco rd ing  to  p r in ­
c ip le  l a .  Note B ach 's in c o n s is te n c y  in  stem  d i r e c t io n  (measure t h i r t y -  
one, b e a ts  one and two) f o r  which th e re  ap p ea rs  to  be no e x p la n a tio n . 
59# and 60 . P r in c ip le  Ib .
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61 . to  61*. P r in c ip le s  Ib  and Vb. See i l l u s t r a t i o n  fo r ty -s e v e n  and 
fo llo w in g .
65 . P r in c ip le  Vc. Perform ing th e  p r in te d  h a l f  n o te s  a s  re p e a te d
e ig h th  n o te s  would approxim ate th e  com poser's in te n t io n  o f  a con tinuous
sound; however, rep ea ted  s ix te e n th  n o te s  do b e t t e r  by producing  an 
u n d u la tin g  o r c o n tin u o u s ly  a rp e g g ia te d  e f f e c t .
66 . P r in c ip le  l a .
67 . P r in c ip le  I b .  The bow re v e rse s  i t s  d i r e c t io n  o f  em phasis in  o rd e r
to  su p p o rt a melodic l i n e  in  a low er v o ic e .
68 . P r in c ip le  l a .  In  t h i s  in s ta n c e ,  w herein th e  s u b je c t i s  in  a low er 
v o ic e , th e  bow execu tes a downward break ing  m otion in  w hich th e  to p  two 
s t r in g s  a r e  sounded f i r s t  i n  o rd e r th a t  a lo n g e r d u ra tio n  can  be g iven  
th e  low er v o ic e s .
69 . P r in c ip le  I b .  The bow re v e rse s  i t s  d i r e c t io n  o f  em phasis in  o rd e r
to  su p p o rt a melodic l i n e  in  th e  low er v o ice .
70 . P r in c ip le  Ib .  A c a se  cou ld  be made f o r  t h i s  m u ltip le  s to p  to  be 
perform ed w ith  an em phasis on e i t h e r  o u te r  v o ic e . The ch o ice  as  i l l u s ­
t r a t e d  i s  based on th e  f a c t  th a t  su ccess iv e  down bows would in te r r u p t  
th e  c o n t in u i ty  o f th e  low er v o ice  "F" to  "D" and th a t  a sim ultaneous 
th r e e - s t r in g  s to p  w ith  a downward em phasis i s  n o t f e a s ib le  on an up bow. 
T h e re fo re , th e  m u ltip le  s to p  i s  perform ed as  an a rp e g g ia te d  up bow w ith  
a momentary lo s s  o f  the  low er melody, a l b e i t  no te  th e  melodic d is p la c e ­
ment o f  th e  low "D" by th e  upper v o ic e .
71 . to  78.  P r in c ip le  I b .  W ith  th e  ex cep tio n  o f  i l l u s t r a t i o n  sev en ty - 
two to  which p r in c ip le  l a  a p p l ie s ,  a l l  m u ltip le  s to p s  in  th e se  th re e
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m easures can be perform ed in  l i k e  manner.
79. and 80. P r in c ip le  l a .  In  t h i s  in s ta n c e  a s lu r  has been added ( in  
th e  m iddle vo ice  on the  p rev io u s  e ig h th  n o te )  to  accommodate a more 
c l e a r ly  d e fin ed  en trance  o f  th e  s u b je c t i n  the  upper v o ic e .
81. to  83 . P r in c ip le s  la  and IVa. Throughout t h i s  and th e  fo llow ing
m easure th e  fugue su b jec t appears  s ira u lta n io u s ly  in  two upper v o ic e s ,
81i. P r in c ip le s  Ib  and IVa.
85 .  to  88 . P r in c ip le s  la  and IVa.
89 . to  91 . P r in c ip le s  Ib  and IV a, The upper voice can be recognized
as fragm ents o f  th e  fugue s u b je c t ,  th e  m iddle voice  a s  a s ig n i f ic a n t  
l i n e  o f  su sp en sio n s , and th e  th re e  v o ices  to g e th e r an in te r e s t in g  
example o f th r e e - p a r t  c o u n te rp o in t.
92 , to  98 . P r in c ip le s  Ib  and IV a. Throughout t h i s  measure th e  fugue 
s u b je c t  appears sim ultaneously  in  two v o ic e s .
99 . to  106. P r in c ip le  Ib . W ith  th e  ex cep tio n  o f i l l u s t r a t i o n  102, 
to  w hich p r in c ip le  la  a p p lie s , a l l  m u ltip le  s tops in  th e se  th re e  
m easures can be perform ed in  l i k e  manner.
107. to  117. P r in c ip le  I b .  A passage s im ila r  to  th e se  m easures has
been analyzed  e a r l i e r  in  t h i s  movement and should se rv e  a s  a model fo r
i t s  perform ance. Reference i s  made to  i l l u s t r a t i o n s  fo r ty - tw o  to  f i f t y -  
e ig h t  i n  m easures tw en ty -e ig h t to  th i r ty - tw o .
118.  to  120. P r in c ip le  Ib ,  At t h i s  tempo a l i t e r a l  in te r p r e ta t io n  o f 
a s ix te e n th -n o te  th r e e - s t r in g  s to p  i s  f e a s ib le ,
121, to  126, P r in c ip le  I b ,
127. to  130, P r in c ip le  I b ,  A c h i f t  i n  th e  melodic l i n e  from upper
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v o ice  in  the p reced ing  m u ltip le  stop  to  th e  low er voice beg inn ing  w ith  
i l l u s t r a t i o n  127 n e c e s s i ta te s  a rev e rse  in  the  bow 's d i r e c t io n  o f 
em phasis.
131 . and 132. P r in c ip le  l a .  Here, a ls o ,  th e  bow re v e rse s  i t s  d ir e c t io n
o f emphasis in  o rd e r to  s u s ta in  the  m elodic l i n e  in  th e  low er v o ic e .
133» and 13li. P r in c ip le  I b .  The bow's d i r e c t io n  of em phasis co n tin u es
a s  above.
1 35 . and 136. P r in c ip le  I b .  Note the s im ila r  s i tu a t io n  between these
two m u ltip le  s to p s  and i l l u s t r a t i o n s  s ix ty -n in e  and sev en ty . I t  i s  
a p p ro p r ia te  t h a t  they  be perform ed in  th e  same way.
137# to  11*5. P r in c ip le  I b .
11*6. P r in c ip le  l a .
11*7. P r in c ip le  I b .
11*8. P r in c ip le  Ib .
11*9. P r in c ip le  Ib  and l i b .
150.  P r in c ip le  l a .  The c h a r a c te r i s t i c  resonance o f open s t r in g s  "G" 
and "D" w i l l  e f f e c t iv e ly  produce a lo n g e r d u ra t io n  in  sound th an  i s  
ap p a ren t from the  i l l u s t r a t i o n .
S ty le  C h a r a c te r is t ic s  R elevan t to  Perform ance 
The prim ary  concern  throughout th e  movement should be a c le a r ly  
d e fin e d  a r t i c u la t io n  o f  th e  fugue s u b je c t .  Both th e  tempo o f  th e  
com position  and c h a r a c te r  o f th e  su b je c t su g g es t a f o r c e f u l ,  f re q u e n tly  
l i f t e d  down-bow s tro k e  on m u ltip le  s to p s . The cho ice  o f p r in c ip le s  fo r  
m u ltip le  s to p  perform ance i s  made la rg e ly  on th a t  b a s is .  I n  a d d it io n , 
th e  perform er should rem ain aware o f  the vo ice  in  which th e  s u b je c t .
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o r m elodic fragm ents th e re o f ,  ap p ea rs . S e le c t io n  of the a p p ro p ria te  
m u ltip le  s to p  perform ance procedure i s  a lso  dependent upon th is  f a c to r .  
F o r exang)le, note the  d if fe re n c e  in  voice lo c a t io n  o f the  s u b je c t  i n  
each o f th e  fo llow ing  m easures: f i f ty - tw o , f i f ty - s e v e n ,  end f i f t y - e i g h t  
and n in e . T his d if fe re n c e  in  voice lo c a t io n  i s  th e  b a s is  upon which 
perform ance p ra c t ic e  i s  made.
O p p o rtu n itie s  f o r  dynamic c o n tra s t  between re sp ec tiv e  su b je c t 
e n tra n c e s  can be made on th e  b a s is  o f th e  number o f vo ices p re s e n t .
F or exam ple, compare s u b je c t  en tran ces  in  m easures fo u rteen , tw enty- 
f iv e ,  and e igh ty -tw o  which occur re s p e c tiv e ly  i n  a one-, tw o-, and 
th re e -v o ic e  te x tu re .
D iscrepancies Between the  Autograph and A nalysis
In  measure two, b ea t th re e , i t  i s  assumed th a t  lower no te  i s
to  be a f l a t  as i s  marked p re v io u s ly  in  the  upper octave .
In  measure th ir ty -o n e ,  b e a t one, i t  i s  assumed th a t  the  "F” i s  to  
rem ain a sharp  from i t s  a n t ic ip a t io n  ac ro ss  th e  b a r - l in e .
I n  measure f o r ty - f o u r ,  b e a t th re e , i t  may be assumed th a t  th e  f i n a l  
s ix te e n th  no te  was in ten d ed  a s  an "A."
In  measure f i f t y - f o u r ,  b e a t th re e , i t  i s  assumed th a t  the  s ix ­
te e n th  n o te  i s  a r e tu rn  to  "D n a tu ra l ."
S ic i l ia n s  in  B f l a t  M ajor
R eference to  Enumerated M u ltip le  S tops 
I l l u s t r a t e d  in  Volume I I
1 . P r in c ip le s  la  and IV a. The upper two v o ic e s  a re  o f equal m elodic 
s ig n if ic a n c e .
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2. to  5» P r in c ip le s  la  and IV a,
6 , P r in c ip le s  I c  and IVa. A r e p id ,  b u t le s s  than f o r c e f u l ,  arpeg- 
g ia t io n  p ro v id e s  f i r s t  a r e s o lu t io n  to  th e  to n ic ,  then  th e  com pletion 
o f  th e  upper v o ic e s ' melodic l i n e s ,  and f i n a l ly  a r e tu r n  to  the  vo ice  
which c o n tin u e s  th e  melodic inqpetus.
7* and 8 , P r in c ip le s  l a ,  I l a ,  and I I I .  Some s o r t  o f  compromise i s  
n e ce ssa ry  i n  accommodating the  r e l a t i v e  im portance o f  th e  upper and 
low er v o ic e s  on th e  f i r s t  and t h i r d  b e a ts  o f t h i s  m easure. A sep ara ­
t io n  o f  th e  upper two voices from  th e  low er i s  suggested  by the  double
su sp en sio n . Upon re s o lu tio n  o f  th e  suspension , the  bow re tu rn s  to  th e
low er voice w hich c a r r ie s  the  im petus fo r  an ongoing m elodic l i n e .
9 . P r in c ip le  l a  and Va. Perform ance o f th i s  and o f s e v e ra l  fo llo w in g  
i l l u s t r a t i o n s  i s  in flu en ced  by i l l u s t r a t i o n s  seven and e ig h t .
1 0 . P r in c ip le  l a .
11 . P r in c ip le  l a .  The middle n o te  "G” (on the  f i f t h  e ig h th  no te  o f 
th e  measure) c r e a te s  a dilemma s in c e  by i t s  p re sen ce , one o f  th e  more 
im p o rtan t o u te r  v o ices  needs to  be in te r ru p te d .
1 2 . to  l6 .  P r in c ip le s  l a .  I I I ,  and Va. Upon r e s o lu t io n  o f  th e  non-
harmonic to n e s , the  bow re tu rn s  to  th e  low er v o ic e , which c a r r ie s  the  
in p e tu s  f o r  an  ongoing m elodic l i n e .  See a lso  i l l u s t r a t i o n s  seven and 
e ig h t .
17 . to  19 . P r in c ip le  l a .  The v is u a l  a sp e c t o f t h i s  segment i s  mis­
le a d in g . The stem  d iv is io n  su g g es tin g  a low er-vo ice  melodic l in e  i s  
n o t  n e c e s s a r i ly  a u ra l ly  v a l id .  The upper v o ice , a lth o u g h  a p p a ren tly  
in te r r u p te d ,  c a r r i e s  more m elodic w e ig h t. N otice th e  rearrangem ent in
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stem  d iv is io n  in  the  i l l u s t r a t i o n .
20 . P r in c ip le  l a .
21 . to  25. P r in c ip le  l a ,
26 . to  33. P r in c ip le  l a .
3U« P r in c ip le s  la  and I l b .  D u ra tio n  o f  in n e r  vo ice  "C" i s  ab b re v ia te d  
by th e  bow's change in  d i r e c t io n .
35. to  37. P r in c ip le  l a ,
38. P r in c ip le  Ic  and IV a, A r a p id ,  b u t le s s  than  f o r c e fu l  a rp eg - 
g ia t io n  p ro v id es  f i r s t  a r e s o lu t io n  to  th e  to n ic , then  th e  com pletion 
o f  th e  upper v o ic e s ' m elodic l i n e s ,  and f i n a l l y  a r e tu rn  to  th e  voice
^vh ich  co n tin u es  the  m elodic im petus.
39. P r in c ip le s  l a .  I I I ,  and Va. Upon re s o lu t io n  o f the  non-harmonic 
to n e s , th e  bow re tu rn s  to  th e  low er v o ic e , which c a r r ie s  th e  im petus 
f o r  an ongoing melodic l i n e .  See a lso  i l l u s t r a t i o n s  seven and e ig h t ,
LO. P r in c ip le  l a .
S ty le  C h a r a c te r is t ic s  R elevan t to  Perform ance 
An a rea  o f in c o n s is te n c y  e x i s t s  in  th e  movement r e l a t i v e  to  B ach's 
d i r e c t io n s  f o r  a r t i c u l a t i n g  ( s lu r r in g )  a f re q u e n tly  re c u r re n t  melodic 
f ig u r e .  Note th e  p r in te d  s lu r  in  measure f iv e ,  b e a t one; measure 
e le v e n , b e a t th re e ; and measure f i f t e e n ,  b e a t one. In  c o n t r a s t ,  th e  
s lu r  i s  m issing  on s e v e ra l  o th e r  l i k e  f ig u r e s :  measure f i v e ,  b e a t th re e ;
m easure seven, b e a t th r e e ;  measure te n ,  b e a ts  one and th re e ;  measure 
e le v e n , b e a t one; and o th e r s .  A lthough th e  s lu r  i s  ab sen t more f r e ­
q u e n tly  th an  p re s e n t, th e  view i s  tak en  here  th a t  th e  g e n e ra lly  le g a to  
c h a ra c te r  o f th e  movement su p p o rts  a c o n s is te n t  use o f th e  s lu r  w ith
3k
t h i s  fig u re*  An a d d i t io n a l ,  y e t  s im ila r  a p p l ic a t io n  o f th is  e f f e c t  
would be in  measure two. On b ea t th re e , i f  the f i r s t  th re e  s ix te e n th  
n o te s  aro s lu r r e d ,  th is  would provide fo r  a l i b e r a l  in te r p r e ta t io n  o f 
the middle v o ice  "B f l a t . "
In  measure f i f t e e n ,  on th e  second e ig h th  no te  o f  bea t one, the 
"C" cou ld  be perform ed f o r  i t s  f u l l  e ig h th -n o te  v a lu e ; however, t h i s  
i s  n o t ad v ised  because o f  th e  r e s u l ta n t  in c o n s is te n c y  w ith  l ik e  f ig u re s  
elsew here in  th e  movement ( s e e  measure f i v e ,  e lev en , and o th e r s ) .
D isc rep an c ies  Between the  Autograph and A n a ly sis  
In  measure fo u r ,  on th e  f i n a l  e ig h th  no te  o f  b ea t two, th e  a n a ly s is  
assumes th a t  th e  upper no te  was in tended to  be chord  member "C" in s te a d  
o f escape tone  "D."
In measure n ine, on the second eighth-note o f  beat three, the 
m iddle voice "F" i s  analyzed as a sharp so as to provide a major 
dom inant t r i a d  in  G m inor.
CHAPTER I I I .
PARTITA NO. I  in  B MINOR 
P a r t i t a  No. 1 c o n ta in s  e ig h t movementsi Allemande, Double,
C o rren te , Double, Sarabande, Double, B ourree, and Double. Of th e se , 
the  Allemande, Sarabande, and Bourree w i l l  be in c lu d ed  in  t h i s  study 
and a re  the  s u b je c t  o f  t h i s  c h a p te r .
Allemande i n  B minor
Reference to Enumerated M u ltip le  S tops 
I l l u s t r a t e d  in  Volume II
1 . P r in c ip le  In . Upper vo ice , "F s h a rp ,” i n i t i a t e s  a to p - l in e
melody w ith  chordal accompaniment.
2 . P r in c ip le  l a .  Both upper v o ices  share  th e  melodic im portance
a lthough  th e  lo n g er d u ra tio n  o f no te  "E" c a r r i e s  the melody forw ard.
3. P r in c ip le  l a  and IVb. The in c o n s is te n c y  in  stem d iv is io n  between
th i s  and i l l u s t r a t i o n  one does n o t appear to  have s ig n if ic a n c e  o th er 
than  to  v is u a l ly  r e in fo rc e  a top  m elodic l i n e  w ith  c h o rd a l accompaniment,
U. P r in c ip le  l a .  The bow re v e rse s  i t s  d i r e c t io n  o f  em phasis in  o rd er
to  su p p o rt a melodic l in e  in  th e  low er v o ic e .
5 . P r in c ip le  l a .  The melodic l in e  r e tu rn s  to  the  upper v o ic e .
6 . P r in c ip le  l a  and IVb. The m elodic l i n e  appears to  change v o ices .
7 . P r in c ip le  l a .  The melodic l in e  appears  to  change v o ic e s .
8 . to  11 . P r in c ip le  l a  and IVb.
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12. P r in c ip le s  l a  and l i a .
13* P r in c ip le  l a .
IL . P r in c ip le s  l a .  and IVb.
1 5 . P r in c ip le  I c .  A ra p id  a rp e g g ia tio n  p ro v id e s  re s p e c tiv e ly  th e  
re s o lu t io n  o f  the  p rev io u s  "G sh arp ,"  th e  com pletion  o f the  upper 
m elodic l i n e ,  and a r e tu r n  to  th e  vo ice  which co n tin u es  the  melodic 
im petus,
1 6 . P r in c ip le  l a .
17 . and 1 8 . P r in c ip le s  la  and IVb,
19 . to 21, P r in c ip le s  l a  and IVb.
22. P r in c ip le  l a .
S ty le  C h a r a c te r is t ic s  R elevan t to  Perform ance 
The movement i s  homophonie in  te x tu re .  In  some in s ta n c e s , the 
i l l u s io n  o f  two a l te r n a t in g  accompanied m elodies i s  c re a te d  by th e i r  
overlap p in g  a t  the  p o in t  o f  a double o r  m u ltip le  s to p . N otice measures 
f i v e ,  seven , s ix te e n , and n in e te e n . In  o th e r  lo c a t io n s  a two voice 
te x tu re  i s  suggested by wide i n t e r v a l l i c  le a p s  o f an ap p aren tly  s in g le  
m elodic l i n e ,  which upon c lo s e r  a n a ly s is  im p lie s  a dual d i r e c t io n a l  
em phasis. N otice  the  f o u r th  and fo llow ing  b e a t in  measures one, two, 
n in e te e n , and tw enty.
In  th o se  in s ta n c e s  when th e  m u ltip le  stop  becomes a p iv o ta l  p o in t  
fo r  a m elodic change in  v o ice , co n sis ten cy  i n  perform ance should p rov ide  
f o r  a d u ra t io n a l  emphasis of th e  voice w hich co n tin u es  the  melodic 
im petus. N o tice  t h i s  p rocedure  as ex em p lified  by i l l u s t r a t i o n s  f i v e ,  
seven , and f i f t e e n .
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The la c k  i n  co in c id en ce  o f  harm onic cadence and melodic p h ras in g  
i s  f re q u e n t enough in  th e  movement to  become a s ig n i f ic a n t  f a c to r  in  
perfo rm ance. Such in s ta n c e s  a re  i l l u s t r a t e d  i n  m easures f iv e ^  te n , 
tw e lv e , f i f t e e n ,  and tw enty-one. Measure tw elve d i f f e r s  from  the o th e rs  
in  t h a t  m elodic p h ra s in g  does c o in c id e  w ith  the  harmonic cadence on th e  
f i r s t  b e a t ,  b u t r e p e t i t i o n  o f th e  cadence re q u ire s  th a t  a new phrase  
beg in  w ith  an a n a c ru s is  o f the  f i n a l  th re e  n o te s  in  th e  f i r s t  ending.
D isc rep an c ies  Between th e  A utograph and A n alysis
C h a r a c te r i s t i c a l ly ,  Bach does n o t c an c e l a p re v io u s ly  a l t e r e d  n o te  
on th e  same l i n e  o r space even w ith in  the  same measure. T h e re fo re , 
the fo llo w in g  " c o r re c t io n s ” a re  l i s t e d  fo r  purposes o f c l a r i f i c a t i o n .
In  measure one, b e a t fo u r ,  th e  "A” should  be a n a tu r a l .
I n  measure te n ,  b e a t two, th e  th ir ty -s e c o n d  n o tes  a re  a r e tu rn  to  
"E n a tu r a l ."
In  measure fo u r te e n , b ea t fo u r ,  the  "C" should be a sh a rp .
In  measure f i f t e e n ,  beat th r e e ,  both  "Cs" should be sharp  to  
avo id  th e  i n t e r v a l  o f  an augmented second. However, on th e  fo u r th  
b e a t, th e  "0" r e tu rn s  to  a n a tu r a l  because o f  a tem porary m odulation 
to  th e  subdominant o f  "E" m inor.
In  measure e ig h te e n , b ea t th r e e ,  th e  "C" should be a sh a rp .
In  measure tw enty-tw o, b e a t th r e e ,  th e  f i n a l  th ir ty - s e c o n d  no te  i s  
a r e tu r n  to  "D n a tu r a l ,"
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Sarabande in  B m inor
R eference to  Enumerated M u ltip le  Stops 
I l l u s t r a t e d  in  Volume I I
1 . P r in c ip le  l a .
2 . P r in c ip le  l a .
3 . P r in c ip le s  l a  and I l b .  W ithout the  a d d i t io n  o f a s l u r ,  th e  m iddle 
vo ice  would be in te r r u p te d  by a change in  th e  bow's d i r e c t io n .  R e fe r­
ence i s  made to  t h i s  a d d it io n  in  th e  s e c t io n  on s ty le  c h a r a c t e r i s t i c s  
o f t h i s  movement.
h . P r in c ip le  l a .
B, P r in c ip le s  I l a  and Vb, The "E sharp" canno t be su s ta in e d  f o r  i t s  
p r in te d  d u ra tio n  because o f  awkwardness in  l e f t  hand f in g e r in g .  T his 
in f lu e n c e s  the  c o n s is te n c y  in  perform ance o f  l ik e  f ig u re s  on th e  
p re v io u s  two b e a ts .  R eference to  the  in c lu s io n  of th ese  double s to p s  
and to  th e  added s lu r s  i s  made in  the  s e c t io n  on s ty le  c h a r a c te r i s t i c s  
o f t h i s  movement.
6 ,  and 7 . P r in c ip le  l a .
8 . P r in c ip le s  l a ,  l i b ,  and IVb. W ith th e  a d d itio n  o f th e  s l u r ,  th e  
m iddle vo ice can be perform ed l i t e r a l l y  th rough  measures s ix  and seven .
9 . P r in c ip le s  l a  and IVb.
10 . P r in c ip le s  l a ,  I l b ,  and IVb, See i l l u s t r a t i o n  e ig h t .
11 . and 12 . P r in c ip le  l a .
13 . to  15 . P r in c ip le  l a .
16 . to  19 . P r in c ip le  l a .
20. to  22 . P r in c ip le  I l a ,  A lthough each o f th e se  f ig u r e s  i s  but a
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double s to p ,  none can be perform ed l i t e r a l l y  because o f the  wide leap  
i n  th e  upper v o ic e . R eference i s  made to  th e se  f ig u re s  in  th e  s e c tio n  
on s ty l e  c h a r a c te r i s t i c s  o f  t h i s  movement.
23 . P r in c ip le s  la  and IVb,
2U, to  2 6 , P r in c ip le s  l a ,  H b ,  and IVb, The p r in te d  a r t i c u la t io n  
r e q u ir e s  th e  e ig h th  n o te s  to  be bowed s e p a ra te ly , l im i t in g  th e  d u ra tio n  
o f  th e  upper l in e  o f  q u a r te r -n o te s .  S lu rs  a re  added in  t h i s  and in  
s im i la r  m easures to  o f f s e t  t h i s  l im i ta t io n .  R eference i s  made to  t h i s  
a d d i t io n  i n  th e  s e c tio n  on s ty l e  c h a r a c te r i s t i c s  o f  t h i s  movement,
27. P r in c ip le  l a ,
28 . P r in c ip le s  l a  and IVb,
29 . to  31 , P r in c ip le  l a ,
32, P r in c ip le s  la  and I l b .
33, P r in c ip le s  l a ,  I l a ,  and IV b, Middle voice "E" canno t be s u s ta in e d
f o r  i t s  p r in te d  d u ra tio n  because o f the wide leap  in  th e  upper v o ic e ,
3h* P r in c ip le s  l a ,  l i b ,  and IV b, The s lu r  i s  added to  p reserv e  th e
tim e d u ra t io n  o f the  m iddle v o ic e ,
35. and 36 , P r in c ip le  l a ,
37 . to  39 . P r in c ip le  l a ,
1*0, P r in c ip le  l a ,  
hX» P r in c ip le  l a .  
h 2 ,  to  Wt, P r in c ip le  l a ,  
i;5. P r in c ip le s  l a  and IV b, 
ii6, and k l*  P r in c ip le  l a .
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s t y l e  C h a r a c te r is t ic s  R elevan t to  Perform ance 
A lthough perform ance p ra c t ic e  o f  double s to p s  ( th e  sim ultaneous 
sounding o f  two n o te s )  i s  beyond th e  scope o f th e  p re s e n t study , t h i s  
movement c o n ta in s  s e v e ra l in s ta n c e s  o f th e se  f ig u r e s  which cannot be 
l i t e r a l l y  perform ed and a re  th e re fo re  in c lu d ed  h e re . These occur in  
measures th r e e ,  t h i r t e e n ,  and fo u r te e n .
A nother a rea  o f  concern  which a lso  i s  o u ts id e  th e  c e n tr a l  theme 
o f t h i s  s tu d y , b u t which does in flu en c e  m u ltip le  s to p  perform ance, i s  
a r t i c u l a t i o n .  In d ic a tio n s  o f  a r t i c u la t io n  a re  sp a rse  throughout th e  
Bach au tog raph . In  th i s  movement p a r t i c u la r ly ,  the  absence o f p r in te d  
s lu rs  among a d ja c e n t e ig h th  n o te s  f r e q u e n tly  c o n f l i c t s  w ith  co n cu rren t 
lo n g e r n o te  v a lu e s . This absence o f s lu r s ,  o r th e  in c o rp o ra tio n  o f 
them, becomes an elem ent o f the  movement's s ty le  and re q u ire s  some 
in te r p r e ta t io n  w hich would prov ide co n s is te n cy  in  perform ance. N otice 
the p r in te d  s lu r s  in  measures tw enty, b e a t th re e ;  tw enty-one, b e a ts  
th ree  and fo u r ; and tw en ty -th ree , b e a ts  th re e  and fo u r .  This a r t i c u ­
l a t io n  i s  adopted a s  the source f o r  th e  added o r a l t e r e d  s lu rs  in  th e  
fo llow ing  m easures: one, t h r e e , f iv e ,  s ix ,  seven , f i f t e e n ,  tw enty, and 
tw enty-two.
Bourree in  B minor
R eference to  Enum erated M u ltip le  S tops 
I l l u s t r a t e d  in  Volume EC
1 . and 2 . P r in c ip le  l a .
3 . P r in c ip le s  I b  and IT b.
Ü. to  7» P r in c ip le s  Ib  and IVa. The o u te r  v o ices  momentarily share
la
m elodic s ig n if ic a n c e j however, i n  p r a c t ic e  they cannot rece iv e  equal 
d u ra t io n a l  em phasis. In  i l l u s t r a t i o n  seven , the  s lu r  i s  added to  
accommodate th e  d u ra tio n  o f the  middle n o te .
8 .  and 9 . P r in c ip le  Ib ,
1 0 , and 11, P r in c ip le s  Ib  and IVb. The s lu r s  a re  added to  accommodate
th e  d u ra tio n  o f th e  middle n o te s ,
1 2 , to  15 , P r in c ip le  I b ,
1 6 , to  19, P r in c ip le s  Ib  and IV a. Stem d iv is io n  im plies  a d u a l
emphasis upon th e  upper v o ices ,
20 , P r in c ip le  l a .  The i l l u s t r a t i o n  endeavors to  suggest t h a t  th e  two
in n e r  vo ices share  in  beginning an im i ta t io n  by in v e rs io n  o f  the  p re ­
v io u s  two m easures. Follow ing a ra p id  two-and-two d iv is io n  o f  the  
f o u r  s t r in g s ,  th e  bow r e v e r ts  s l i g h t ly  to  sim ultaneously  r e t a i n  the  
in n e r  v o ices .
21, to  23, P r in c ip le s  Ib  and IV a. These two measures are the  melodic 
in v e rs io n  o f  th e  p rev io u s  two.
2 l|, P r in c ip le s  l a  and I l a .  Except f o r  th e  p rec lu d in g  te c h n ic a l 
l im i t a t i o n ,  perform ance o f t h i s  m u ltip le  s to p  would have fo llow ed the  
same procedure as  i l l u s t r a t i o n  tw enty ; however, th e  in te rv a l  o f  a 
s ix th  (between n o te s  "G" and "E") canno t be su s ta in e d ,
25 . and 26, P r in c ip le s  Ib  and I  Va. Stem d iv is io n  im plies a d u a l
em phasis upon th e  upper v o ic e s ,
27, and 26. P r in c ip le s  Ib . and IVb, The s lu r  i s  added to  accommodate
th e  d u ra tio n  o f ha I f - n o te  "A."
29 , P r in c ip le s  Ib  and IV a, The o u te r  v o ices  momentarily sh a re  melodic
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a ig n if ic a n c e j however, in  p r a c t ic e  th ey  cannot re c e iv e  equal d u ra t io n a l  
em phasis.
30, to  3U. P r in c ip le  I b .
35» and 36 . P r in c ip le  Ib .
37 . and 38.  P r in c ip le  l a ,
39. P r in c ip le  I b .
I4O. to  i»2. P r in c ip le s  I b  and IV a. The o u te r  v o ices  m om entarily share  
m elodic s ig n if ic a n c e ;  however, in  p ra c t ic e  th ey  canno t re c e iv e  eq u a l 
d u ra t io n a l  em phasis.
S ty le  C h a r a c te r is t ic s  R elevan t to  Perform ance 
The movement, in  th e  r a p id  tempo o f a s p r i t e l y  dance, c o n s is t s  
p r im a r i ly  o f  a s in g le  m elodic l in e  above ch o rd a l accompaniment. The 
p r a c t ic e  of a "crush ing" bow s tro k e  on a th r e e - s t r in g  chord i s  most 
p rom inent w ith  th e  uppermost chord member s u s ta in in g  the  s in g u la r  
m elodic s ig n if ic a n c e .  There a r e ,  however, fo u r lo c a t io n s  in  w hich a 
d ual emphasis o f melodic l i n e s  i s  im p lied , the  f i r s t  o f which i s  th e  
sequence o f  i l l u s t r a t i o n s  f o u r ,  f iv e ,  s ix ,  and seven . Another i s  in  
m easures tw enty-one through tw enty-seven in  w hich th e  melody p ro g re s se s  
, f i r s t  i n  p a r a l l e l  th i r d s ,  th e n  in  p a r a l l e l  s ix th s .  The th i r d  lo c a t io n  
i s  m easures t h i r t y - f iv e  and t h i r t y - s i x  w ith  th e  momentary appearance o f  
a secondary , descending m elodic l in e  in  th e  low er v o ic e . The f i n a l  
area  i s  th e  l a s t  two m easures i n  w hich the  o u te r  v o ic e s  share  in  
m elodic s ig n if ic a n c e .
CHAPTER IV.
SONATA NO. I I  i n  A MINOR 
Sonata No. 2 c o n ta in s  fo u r  movements: G rave, F uga, A ndante, and 
A lle g ro . Of th e se , th e  f i r s t  th re e  w i l l  be in c luded  in  t h i s  study  
and a re  th e  s u b je c t o f t h i s  c h a p te r .
Grave i n  A minor
R eference to  Enumerated M u ltip le  S to p s  
I l l u s t r a t e d  i n  Volume I I
1 .  P r in c ip le  l a .  T his i n i t i a l  chord  m ight be reg a rd ed  a s  an announce­
ment o f th e  key ra th e r  th an  being  m e lo d ica lly  a ss o c ia te d  w ith  th e  
movement.
2 . and 3 . P r in c ip le s  l a ,  H b ,  and IVb. The upper vo ice  i s  th e  s in g le  
m elodic l in e  above a harm onic r e a l i z a t i o n .  The m iddle n o te s  o f  the  
i l l u s t r a t i o n s  should  be in te r p r e te d  in  l ik e  manner because o f su r­
rounding rhythm ic s im i la r i ty .  B ach 's  a r t i c u la t io n  fo llo w in g  i l l u s t r a ­
t io n  th re e  n e c e s s i ta te s  th e  a b b re v ia tio n  of the m iddle n o te .
and 5 . P r in c ip le s  l a  and IVb.
6 . P r in c ip le s  l a  and IV a, M elodic i n t e r e s t  i s  sh a red  m om entarily  by 
th e  two o u te r  v o ices ; however, th e  upper i s  th e  more prom inent and 
should  be su s ta in e d .
7 . to  9 . P r in c ip le s  l a  and IVb.
10 . P r in c ip le  l a .  B ach 's a r t i c u l a t i o n  o f th e  f i r s t  b e a t i n  th e
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fo llo w in g  measure (m easure n in e ) p ro v id es  the  so u rce  f o r  th e  added 
s l u r s .
11 . P r in c ip le s  l a .  and IV b.
12 . P r in c ip le s  l a  and IV a. Melodic i n t e r e s t  i s  shared  m om entarily by 
the  o u te r  v o ic e s ;  however, th e  upper i s  con tinuous and should  be 
s u s ta in e d .
13 . P r in c ip le s  l a .  I I I ,  and IVa. Lower no te  "B ," as the  re s o lu t io n  
o f  th e  "A sh a rp ,"  concludes th e  m elodic l in e  in  one vo ice  w h ile  be­
coming a p a r t  o f  the  su p p o rtin g  harmony f o r  a melody c o n tin u in g  in  
a n o th e r v o ic e .
m .  and 15« P r in c ip le s  l a  and IVb.
1 6 . P r in c ip le s  l a  and IV b. Middle voice "A" can  be su s ta in e d  f o r  i t s
p r in te d  value prov ided  th e  s ix te e n th  and two th ir ty -s e c o n d  n o te s  a re  
s lu r r e d .
1 7 . and l 8 .  P r in c ip le s  l a  and IVb.
19 . P r in c ip le s  l a  and IV a. A s l ig h t ly  s tro n g e r  emphasis on th e  m iddle 
n o te  "B" w i l l  produce th e  e f f e c t  o f  o verlapp ing  v o ic e s . C le a rly  
d i f f e r e n t i a t i n g  th e  d u ra t io n s  of th e  two upper v o ices  w i l l  enhance th i s  
e f f e c t .
20. P r in c ip le s  l a ,  I l a ,  and I l b .  Both awkwardness in  f in g e r in g  and 
th e  p r in te d  a r t i c u l a t i o n  r e s t r i c t  th e  d u ra tio n  o f  middle note "A ."
21. P r in c ip le s  l a  and IV b.
22. P r in c ip le s  l a  and IV a . Melodic i n t e r e s t  i s  shared  m om entarily by 
th e  o u te r  v o ic e s ; however, th e  upper i s  con tinuous and should  be 
s u s ta in e d .
23. P r in c ip le s  l a  and IVb.
S ty le  C h a r a c te r is t ic s  Ttelevant to  Perform ance 
A c le a r ly  d e f in e d  to p - l in e  melody i s  n e a r ly  c o n s is te n t  th roughout 
th e  movement. In  a few in s ta n c e s ,  however, th e  homophonie te x tu re  i s  
m om entarily in te r r u p te d .  Three o f  th ese  lo c a t io n s ,  s im ila r  among 
them selves, a re  on th e  th i r d  b e a ts  o f m easures s ix  and te n  and on b e a t 
one of measure tw en ty . Two o th e r s ,  a lso  s im i la r  between them selves, 
a re  on b e a t one, measure e lev en  and bea t th r e e ,  measure seven teen . In  
th ese  l a t t e r  two in s ta n c e s , th e  d u ra tio n a l em phasis on th e  newly 
e n te r in g  vo ice  i s  e v id e n t . F in a l ly ,  in  m easure e lev e n , b e a t th r e e ,  
th e re  appears  a n o th e r s h i f t  w herein  the melody re tu rn s  to  the  upper 
v o ice .
D isc rep an c ies  Between the  Autograph and A nalysis  
In  measure s ix ,  b e a t  one, i t  i s  assumed th a t  the  "F sharp" should  
be r e ta in e d  over th e  bar l i n e .
Fugs in  A minor
R eference to  Enumerated M u ltip le  S tops 
I l l u s t r a t e d  in  Volume I I
1 . to  3 . P r in c ip le  I b .  The upper v o ice , in  observance o f th i s  p r in ­
c ip le ,  may n o t be d e lay ed , n o r should the  bow 's su p p o rt be withdrawn 
from i t .  T h is n o te  i s  a member o f th e  fugue s u b je c t;  th e  rem aining 
no tes  a re  su p p o rtin g  harmony. S ev era l lo c a t io n s  throughout the  move­
ment su p p o rt th e  a d d i t io n  o f e ig h th  r e s t s  in  t h i s  m easure. See 
measures s ix ty - tw o , e ig h ty -tw o , 11^2, and 2h9*
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ii. and 5« P r in c ip le s  Ib  and I  Va* M iddle and upper v o ices  sh are  in
m elodic s ig n if ic a n c e .  The middle vo ice  shou ld  rece iv e  s l i g h t ly  more
em phasis because i t  i s  c le a r ly  d e riv e d  from  th e  fugue s u b je c t .
6 . and 7* P r in c ip le s  Ib  and I  Va. These two i l l u s t r a t i o n s  can be
in te r p r e te d  in  a s im ila r  manner to  th e  p re v io u s  two b u t w ith  th e  upper 
vo ice  re c e iv in g  th e  g re a te r  em phasis.
6 . and 9 . P r in c ip le s  Ib  and I  Va. M iddle and upper vo ices  share  in
m elodic s ig n if ic a n c e .
10 , P r in c ip le  l a .
11 , P r in c ip le  I b ,
12 , P r in c ip le s  I b  and I Va. The upper v o ice  i s  perhaps more s ig n i f ic a n t  
than  th e  o th e rs  because of th e  r e s u l t in g  m elodic in te r v a l  o f a s ix th
a c ro ss  the br:' l i n e  which i s  rep ea ted  i n  sequence beginning in  measure 
t h i r t y - th r e e .
13 , to  17,  P r in c ip le  I b .  Middle and low er no tes o f th e se  f iv e  m u ltip le  
s to p s  a re  harmonic support fo r  the  sequence which ex tends f i  ve m easures. 
18 ,  and 19 ,  P r in c ip le s  Ib  and IV a. M elodic s ig n if ic a n c e  cou ld  be 
co n sid e red  eq u a l among v o ices.
20. P r in c ip le  I b .  The bow re v e rse s  i t s  d i r e c t io n  o f emphasis in  o rd e r 
to  su p p o rt a m elod ic  l in e  in  th e  low er v o ic e .
21. to  23,  P r in c ip le  l a .  The bow re v e rs e s  i t s  d ir e c t io n  of emphasis 
in  o rd e r  to  su p p o rt a melodic l in e  in  th e  low er vo ice,
2U, and 25, P r in c ip le  l a .  The bow re v e rs e s  i t s  d ir e c t io n  o f  emphasis 
in  o rd e r  to  su p p o rt a m elodic l in e  in  th e  low er v o ice . In  t h i s  in s ta n c e , 
th e  com poser's  cho ice  o f stem d iv is io n  su g g es ts  th a t  melodic prominence
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be g iven  low er "E" in  i l l u s t r a t i o n  tw en ty -fo u r and thus th e  in  
i l l u s t r a t i o n  tw en ty -five*
26 . P r in c ip le  I b .  The m elodic l in e  r e tu r n s  to  th e  upper voice*
27* and 26 j  P r in c ip le s  l a  and IVa* M elodic s ig n if ic a n c e  cou ld  be
c o n sid e re d  equal between o u te r  v o ices ; however, th e  upper v o ice  i s  p a r t  
o f  a c o n tin u in g  melodic lin e *
29* P r in c ip le s  Ib  and IVa. Lower no te  "A" concludes a m elodic l in e
w h ile  becoming a p a r t  o f th e  su p p o rtin g  harmony f o r  th e  upper voice*
30* P r in c ip le s  la  and IVa, Lower no te  "E" concludes a m elodic l in e
w h ile  becoming p a r t  o f  th e  su p p o rtin g  harmony f o r  the  upper voice*
31* P r in c ip le  Ib*
32* P r in c ip le  Ib* The bow re v e rse s  i t s  d ir e c t io n  o f en p h as is  in  o rd e r
to  su p p o rt a melodic l in e  in  the  lower voice*
33 . to  35 . P r in c ip le  I b ,  The upper n o te  o f each i l l u s t r a t i o n  i s  a 
member o f  th e  fugue s u b je c t ;  th e  rem ain ing  n o tes  a re  su p p o rtin g  harmony* 
36* to  38* P r in c ip le  l a .
39* P r in c ip le  Ib*
liO. to  U7« P r in c ip le  Ib* W ith  th e  ex cep tio n  o f  i l l u s t r a t i o n  fo r ty - tw o , 
f o r  w hich th e  breaking bow s tro k e  i s  used , a l l  a re  perform ed w ith  a 
r a th e r  f o r c e f u l ,  non-broken s tro k e  w hich s u s ta in s  the  upper note* 
l^ S* to  52* P r in c ip le c  l a  and I b ,  The f i r s t  two m u ltip le  s to p s  o f  th is  
group a s  a whole r e f l e c t  an  in v e rs io n  o f measures e igh ty-tw o and th re e  
and should  be perform ed w ith  th e  bow's d i r e c t io n  o f em phasis re v e rse d  
i n  o rd er to  support a m elodic l i n e  in  th e  low er voice*
53* and 5U* P r in c ip le s  I b  and I lb *
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55» to  57* P r in c ip le  l a .  The bow re v e rse s  i t s  d i r e c t io n  o f  emphasis
in  o rd er to  support a melodic l in e  i n  the  low er v o ic e .
58. and 59 . P r in c ip le  Ib ,
60. to  63 . P r in c ip le s  Ib  and l i b .
6L. to  67. P r in c ip le s  l a  and IV a. T h is sequence o f f iv e  measures i s
somewhat o f a d ia lo g u e  between v o ic e s  which o v e rlap  on a l te r n a t in g  
upward and downward break ing  m u ltip le  s to p s .
68 . P r in c ip le s  l a  and l i b .
69. to  72 . P r in c ip le  Ib .
73 . and 7U. P r in c ip le s  Ib  and IV a. Melodic s ig n if ic a n c e  cou ld  be 
co n sid e red  eq u a l between o u te r  v o ic e s ; however, th e  upper vo ice i s  p a r t  
o f  a co n tin u in g  m elodic l i n e .
75. P r in c ip le  Ib .
76. P r in c ip le s  Ib  and IVa.
77. P r in c ip le s  la  and IV a.
78.  and 79. P r in c ip le s  Ib  and IV a. Middle and upper v o ic e s  share in  
m elodic s ig n if ic a n c e .
80 .  and 61 . P r in c ip le s  Ib  and IV a. The g re a te r  em phasis r e tu rn s  to  th e  
upper v o ic e .
82 . and 83 . P r in c ip le s  Ib  and IV a. Middle and upper v o ic e s  share in  
m elodic s ig n if ic a n c e .
8ii. and 86 . P r in c ip le  I b .  The in n e r  vo ice  should  re c e iv e  emphasis as 
th e  s ig n i f i c a n t  m elodic l i n e .
67. to  90 . P r in c ip le  Ib . ' The m elodic l in e  o f th e  p re v io u s  two measures 
now appears in  the  upper voice ( i l l u s t r a t i o n  e ig h ty -n in e  would follow
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p r in c ip le  l a ) ,
91 . to  93. P r in c ip le  I b .
9i4. to  96. P r in c ip le s  Ib  and IVa.
97 . P r in c ip le  I b .
98 . P r in c ip le s  In  and IVa.
99 . P r in c ip le s  I b ,  I I I ,  and IV a. Lower no te  "D," a s  th e  re s o lu tio n  
o f  "C sh a rp ,"  concludes a m elodic l in e  w h ile  becoming th e  su p p o rtin g
harmony f o r  th e  upper v o ic e s .
100. P r in c ip le  l a .
101. P r in c ip le  I b .
102. to  lOli. P r in c ip le s  Ib  and l i b .  M u ltip le  s to p  i l l u s t r a t i o n s  102 
and 10Ü aro  in te r p r e te d  in  l i k e  manner to  i l l u s t r a t i o n  103 w herein the
m iddle no te  must be ab b re v ia te d  becnusn o f the upper a ixL eon th -no te
p a ssa g e .
10$. P r in c ip le s  l a  and IVa. V oices ov erlap  a s  th e  m elodic l in e  con­
tin u e s  in  an in n e r  v o ice .
106. P r in c ip le s  Ib  and IVa. V oices o v e rlap  a s  th e  m elodic l in e  r e ­
tu rn s  to  th e  upper v o ice .
107. and 106. P r in c ip le  l a .  The fugue s u b je c t in  in v e rs io n  appears
above su p p o rtin g  harmony.
109. and 110 . P r in c ip le  I b .  The fugue s u b je c t  co n tin u e s  in  in v e rs io n .
11 1 . P r in c ip le  I b ,  The fugue s u b je c t in  in v e rs io n  ap p ears  above 
su p p o rtin g  harmony.
112 . and 113. P r in c ip le  l a .  The m elodic l in e  appears  in  an in n e r 
v o ic e .
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l lU . P r in c ip le  I b ,
115. to  117 . P r in c ip le s  Ib  and l i b .
11 8 . P r in c ip le  I b .
1 19 , to  12ii. P r in c ip le s  Ib , and IV a. N e ith e r  o u te r  vo ice seems more 
p rom inent th an  th e  o th e r . A ra p id ly  drawn bow s tro k e  g iv ing  them as  
n e a r ly  an eq u al empliasis as p o s s ib le  i s  most ap p ro p ria te  h e re .
125 . and 126.  P r in c ip le  Ib .
127 . and 128.  P r in c ip le  I b .  The bow re v e rs e s  i t s  d ir e c t io n  o f  emphasis 
in  o rd e r  to  su p p o rt a melodic l in e  in  th e  low er v o ic e .
129.  P r in c ip le  Ib .
130,  and 131.  P r in c ip le  Ib .
132. P r in c ip le  l a .
133* P r in c ip le  I b .
13U. P r in c ip le  I b .
135# to  138. P r in c ip le s  la  and I b .  I l l u s t r a t i o n s  135 and 138 a re  
a ss ig n e d  p r in c ip le  l a ,  th e  rem aining m u ltip le  s to p s , p r in c ip le  I b .
The group a s  a whole re p re se n ts  a to p - l in e  melody w ith  cho rda l 
accompaniment.
139 . P r in c ip le s  Ib  and l i b .  
l l |0 .  P r in c ip le  I b .
lU l# to  li»5# P r in c ip le  Ib .  The bow re v e rs e s  i t s  d ir e c t io n  o f  en p h asis  
in  o rd e r  to  su p p o rt a m elodic l in e  in  th e  low er v o ic e .
I li6 . P r in c ip le s  Ib  and IV a. Lower n o te  "D" concludes a m elodic l in e  
w h ile  becoming th e  su p p o rtin g  harmony f o r  th e  upper v o ices .
Iii7# and II48. P r in c ip le s  la  and IV a. T h is  measure i s  id e n t ic a l  to
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measure f o r ty - th r e e .
1U9* and ISO. P r in c ip le  I b .  The bow re v e rse s  i t s  d i r e c t io n  o f em phasis 
in  o rd e r  to  su p p o rt a melodic l in e  in  th e  low er v o ic e .
151. P r in c ip le s  l a  and IVa. Lower no te  " C  concludes a melodic l i n e
w h ile  becoming th e  supporting  harmony f o r  th e  upper v o ic e .
152.  P r in c ip le  l a .
153 .  P r in c ip le  I b .
ISL P r in c ip le s  I b  and IVa. V oices o verlap  as  th e  m elodic l in e  con­
t in u e s  i n  an in n e r v o ice .
iSS* P r in c ip le s  l a  and IVa. Voices ag a in  o v e rlap  w ith  th e  melodic
iiq)etu8 co n tin u in g  in  th e  upper v o ice .
156. P r in c ip le  I b .
157. P r in c ip le s  Ib  and l i b .
158 . P r in c ip le  l a .
159. and I 60. P r in c ip le  I b .
161. P r in c ip le  l a .
S ty le  C h a r a c te r is t ic s  R elevant to  Perform ance 
The tempo o f  th e  movement and c h a ra c te r  o f th e  fugue su b jec t a re  
s im ila r  to  th a t  o f  the  0 m inor fugue from Sonata No. 1 . T h re e -s tr in g  
m u ltip le  s to p s  a re  perform ed w ith  a fo r c e f u l ,  f r e q u e n tly  l i f t e d  bow 
s tro k e  so r s  to  produce as  s im i la r  a d u ra tio n  o f a l l  sim ultaneous to n es  
as  p o s s ib le .  The d e c is io n  a s  to  which note o f  th e  m u ltip le  stop re c e iv e s  
th e  d u ra t io n a l  or dynamic em phasis i s  determ ined by th e  p a r t ic u la r  
lo c a t io n  o f  th e  most prom inent m elodic l i n e .  In  on ly  a few in s ta n c e s  
do two o r  more l in e s  appear s im u ltan eo u sly  fo r  more th a n  a momentary
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ov erlap p in g  o f  v o ic e s . Such lo c a t io n s  o f  polyphonic su sten an ce  where 
m u ltip le  s to p s  a re  in v o lv ed  occur in  measures th i r t y - e ig h t  and n in e , 
f o r ty - th r e e ,  135, iLü to  11*6, 157 to  l6 5 , 202 and 203, 275, and 278. 
U su a lly  th e  d i r e c t io n  o f  emphasis tak en  by the  bow i s  determ ined  by th e  
lo c a t io n  o f th e  one v o ice  which a t  th e  moment c a r r ie s  th e  m elodic im petus 
fo rw ard . Some examples o f th i s  can be found in  i l l u s t r a t i o n s  f iv e , seven , 
tw enty-one to  tw e n ty - th re e , and s ix ty - f o u r  to  s ix ty -s e v e n . O ften  mul­
t i p l e  s to p s  appear s ig n i f ic a n t  s o le ly  in  t h e i r  ro le  o f supp ly ing  harmonic 
r e a l i z a t i o n .  I l l u s t r a t i o n s  o f  t h i s  c h a r a c te r i s t i c  a re  found grouped in  
m easures 101* and 105 and in  th e  f i n a l  two measures o f th e  fugue.
The harmonic a n a ly s is  o f t h i s  movement has re v e a le d  in  c e r ta in  
s e q u e n tia l  passages a unique harmonic rhythm o f one chord  p e r  measure 
w herein  th i s  one chord i s  o c c a s io n a lly  two consecu tive  chord q u a l i t ie s  
having a common r o o t .  A tten tio n  i s  c a lJ e d  to  a c o n sis te n cy  o f analy­
s i s  among the  fo llo w in g  passages; m easures f iv e  and s ix ,  e ig h teen  to  
t h i r t y ,  sev en ty -fo u r to  e ig h ty , and 233 to  239.
D isc rep an c ies  Betv/een th e  A utograph and A n a ly sis  
In  measure 11*8, b e a t one, i t  i s  assumed th a t  th e  «B f l a t ” i s  
c a r r ie d  over th e  b a r - l i n e .
In  measure 257, b e a t one, i t  i s  assumed th a t  th e  ”C sharp" should 
occur a t  th e  beginning  o f  th e  m easure.
Andante i n  C M ajor
R eference  to  Enumerated M u ltip le  S tops 
I l l u s t r a t e d  in  Volume n
1 . P r in c ip le s  la  and H b . A c le a r  a r t i c u l a t i o n  o f  th e  second s ix -
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te e n th  n o te  i s  a n ecessa ry  p a r t  o f the  m elodic l i n e .  However, t h i s  
r e q u ir e s  th e  a b b re v ia tio n  o f upper voice "C ." See paragraph  on s ty le  
c h a r a c te r i s t i c s  f o r  d is c u s s io n  o f  the  added s lu r .
P r in c ip le  IV a. The two upper vo ices re p re s e n t  o v erlap p in g  melodic 
l i n e s  and shou ld  th e re fo re  re c e iv e  equal e n p h as is .
2 . P r in c ip le  l a .  The s l u r  i s  added to  p re se rv e  th e  tim e d u ra t io n  o f
th e  in n e r  v o ic e .
3 . and U. P r in c ip le s  l a ,  l i b ,  and IVa. See i l l u s t r a t i o n  one.
5 . and 6 . P r in c ip le  l a .  The s lu r s  a re  added to  p re se rv e  th e  tim e
d u ra tio n s  o f  th e  in n e r  v o ic e .
7 . P r in c ip le  l a .
8 .  P r in c ip le  l a .  The s lu r  i s  added to  p re se rv e  th e  tim e d u ra tio n  o f
th e  in n e r  v o ic e .
9 . P r in c ip le s  la  and I l a ,
1 0 . P r in c ip le  l a .
1 1 . P r in c ip le  l a .
1 2 . and 13 . P r in c ip le  l a .  The s lu r s  a re  added to  p re se rv e  th e  tim e 
d u ra tio n  o f th e  in n e r  v o ic e .
lU . P r in c ip le  l a .
1 5 . P r in c ip le  l a .  The s lu r  i s  added to  p re se rv e  th e  tim e d u ra tio n  o f
th e  in n e r  v o ic e .
1 6 . P r in c ip le  l a .
1 7 . P r in c ip le  l a .  The s lu r  i s  added to  p re se rv e  th e  tim e d u ra tio n  o f
th e  in n e r  v o ic e .
18 . P r in c ip le  l a .
19 . P r in c ip le  l a .  The s lu r  i s  added to  p re se rv e  th e  tim e d u ra tio n  o f  
th e  in n e r  v o ic e .
20 . P r in c ip le  l a .
21 . P r in c ip le s  l a  and IV b.
22. P r in c ip le s  l a ,  H b , and IVb. The p r in te d  s lu r  n e c e s s i ta te s  th e  
a b b re v ia t io n  o f  in n e r  no te  "C ."
23.  P r in c ip le s  l a  and IV b. The s lu r  i s  added to  p re se rv e  the  tim e 
d u ra t io n  o f th e  in n e r  v o ice .
2U. P r in c ip le s  l a  and l i b .  I n  o rd e r to  s u s ta in  th e  upper vo ice  f o r  
i t s  p r in te d  tim e d u ra tio n  and on th e  same bow s tro k e  a r t i c u l a t e  the  two 
e ig h th  n o te s  o f th e  in n e r v o ic e , th e  bow 's p lane l i f t s  s l ig h t ly  o f f  th e  
D s t r i n g  and re tu rn s  to  i t  w ith o u t u p s e tt in g  a c o n tin u a tio n  of th e  
upper n o te .
25 . and 26. P r in c ip le  l a .  The s lu r  i s  added to  p re se rv e  the  tim e 
d u ra t io n  o f  th e  in n e r  v o ice .
27 .  P r in c ip le  l a .
S ty le  C h a r a c te r is t ic s  R elev an t to  Perform ance 
A prom inen t c h a r a c te r i s t i c  o f  th e  movement i s  th e  continuous 
u n d e rly in g  e ig h th -n o te  accompaniment p a t t e r n .  Ihe su s ta in in g  q u a l i ty  
o f  t h i s  p a t t e r n  can be r e ta in e d ,  d e s p i te  th e  accompanied s ix te e n th -  
n o te  melody, by th e  a d d it io n  o f  s lu r s  in  the  upper m elodic l i n e .  W ith 
th e  e x cep tio n  o f  i l l u s t r a t i o n  n in e , a l l  m u ltip le  s to p s  in v o lv in g  s ix ­
te e n th  n o te s  a r e  thus s lu r r e d .  The m u ltip le  s top  c i t e d  above co u ld  
a lso  in c lu d e  a s lu r ,  th e  i l l u s t r a t i o n  n o t so in d ic a t in g  one on ly  be­
cause  o f  a n o th e r perform ance p r in c ip le  which ru le s  o u t the  p o s s ib i l i t y
o f re ta in in g  the acconpanying e igh th  note for  i t s  p rin ted  time duration. 
The added a r t ic u la t io n  on beat two in  measure three, beat two in  measure 
s ix ,  and beat one in  measure seven i s  suggested by the repeated s ix -  
te*>nth note  in  the melodic l i n e .  The bow must n eo essa r lly  leave  the  
f i r s t  lower e ighth  note regard less  o f the added slur in  order to  
a r t ic u la te  the top v o ice .
D iscrepancies Between the Autograph and A nalysis  
In measure e igh teen , beat one, i t  i s  assumed th e  p r in ted  "G sharp" 
in  an erro r .
CHAPTER V.
PARTITA NO. I I  in  D MINOR 
P a r t i t a  No. 2 c o n ta in s  f iv e  movements: Allemande, C ourante, 
S arabande, Gigue, and Qhaconne. Of th e se , th e  Sarabande and Chaconne 
w i l l  be in c lu d ed  in  t h i s  s tu d y  and a re  th e  s u b je c t  o f t h i s  c h a p te r .
Sarabande in  D minor
R eference to  Enumerated M u ltip le  S tops 
I l l u s t r a t e d  in  Volume I I
1 .  and 2 . P r in c ip le  l a .
3 . to  $ .  P r in c ip le s  la  and IV a. S lu rs  a re  added to  p re se rv e  th e  tim e
d u ra tio n s  in  the  in n e r v o ice .
6 .  P r in c ip le  l a .
7 . P r in c ip le  l a .
8 .  P r in c ip le s  l a  and l i b .  Die p r in te d  a r t i c u l a t i o n  in d ic a t in g  a s lu r
on only  th e  l a t t e r  Wo s ix te e n th  n o te s  i s  p e rp le x in g . A c tu a lly , a l l
fo u r  co u ld  be s lu r re d  to  p re se rv e  th e  tim e  d u ra t io n  of in n e r  no te  "D;" 
however, th e  sh o r te r  s lu r  i s  added as  a compromise.
9» P r in c ip le s  l a  and IV a. The s lu r  i s  added to  p reserve  th e  tim e
d u ra tio n  o f the  upper m elodic l i n e .
1 0 . P r in c ip le s  la  and I l a .
11 . P r in c ip le  l a .
1 2 . and 1 3 . P r in c ip le  l a .  S lu rs  a re  added to  p re se rv e  th e  tim e
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d u ra tio n s  i n  th e  in n e r v o ic e .
and 15 . P r in c ip le  l a .
16.  and 17 .  P r in c ip le  l a .
18 . P r in c ip le s  l a  and I l a .
S ty le  C h a r a c te r is t ic s  R elevan t to  Perform ance 
There a re  two o ccasio n s  in  the  movement where a polyphonic te x ­
tu re  i s  p r e s e n t .  These a re  i n  measures one th rough  fo u r  and in  
measures e ig h t  and n in e .  E lsew here, m u ltip le  s to p s  support a s in g le  
melodic l i n e  in  the  upper v o ic e .
Three o f  th e  fo u r  t r i l l s  in c lu d ed  in  th e  movement a re  unab le  to  
re c e iv e  l i t e r a l  perform ance. Although none i s  invo lved  in  a m u ltip le  
s to p , t h e i r  s im i la r i ty  in  re q u ir in g  a n o n - l i t e r a l  in te r p r e ta t io n  should 
be based upon a c o n s is te n cy  in  perform ance. These em bellishm ents occur 
in  m easures n in e ,  th i r t e e n ,  and tw en ty -fiv e  ( f i r s t  en d in g ). The t r i l ­
l in g  f in g e r  i s  the  same a s  i s  used fo r  th e  low er no te  o f th e  double
s to p . T h is n e c e s s i ta te s  a d e lay  o f the t r i l l  u n t i l  th e  low er n o te  i s
sounded f o r  a b r ie f  p o r t io n ,  p robab ly  a s ix te e n th  no te  in  v a lu e , o f i t s  
p r in te d  tim e d u ra tio n .
D isc rep an c ies  Between the  Autograph and A nalysis  
I n  m easure te n , b e a t two, i t  i s  assumed th e  p r in te d  *»B f l a t "  i s  
an e r r o r .
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Chaconne in  D minor
R eference to  Enumerated M u ltip le  S tops 
I l l u s t r a t e d  in  Volume n
1 , P r in c ip le s  l a  and l i b .  Middle n o te  "F" cannot be s u s ta in e d  fo r  
i t s  p r in te d  v a lu e  w ith o u t n u l l i f y in g  th e  melodic rhythm o f th e  upper 
v o ic e ,
2 , P r in c ip le  l a .
3 , P r in c ip le s  l a  and l i b .  Middle n o te  "A" cannot be s u s ta in e d  fo r
i t s  p r in te d  v a lu e  w ith o u t n u l l i f y in g  th e  melodic rhythm o f th e  upper 
v o ic e ,
U, and 5 , P r in c ip le s  la  and l i b .  These m u ltip le  s to p s  a re  to  be 
in te r p r e te d  in  th e  same manner a s  th e  p rev io u s  two,
6 , and 7 , P r in c ip le  l a .
8 , to  12. P r in c ip le s  l a  and l i b .  These m u ltip le  s to p s  a re  to  be
in te r p r e te d  in  the  same manner a s  i l l u s t r a t i o n s  one through f iv e ,
13 , P r in c ip le  l a ,
m .  P r in c ip le  l a ,
15 , P r in c ip le s  la  and I H ,  The non-harm onic tone "E" in  th e
p rev io u s  measure i s  f i r s t  re so lv ed , fo llow ed  by the bow 's em phasis 
upon s u s ta in in g  a m elodic l in e  in  th e  low er v o ice ,
16 ,  to  16 , P r in c ip le  l a .  The bow co n tin u e s  to  re v e rse  i t s  d i r e c t io n
o f em phasis i n  o rd e r  to  s u s ta in  th e  m elodic l in e  in  a low er v o ic e .
19 , to  21, P r in c ip le s  l a  and IVa, The melodic im petus s h i f t s  to  two 
upper v o ic e s ,
22 , P r in c ip le  l a .  The bow resumes i t s  downward em phasis in  o rd e r to
s u s ta in  the  m elodic en p h asis  in  a low er v o ic e .
23 . to  30. P r in c ip le s  l a  and IV a. This p assag e  i s  to  be in te r p r e te d  
in  th e  sa m  manner a s  i l l u s t r a t i o n s  f i f t e e n  through tw en ty -one .
31. P r in c ip le s  la  and l i b .
32. and 33. P r in c ip le s  la  and IVb.
3U. P r in c ip le  l a .  The s lu r  Is  added to  p re se rv e  the  tim e d u ra tio n  o f 
the  upper accompanying n o te .
3$. P r in c ip le  l a .
36 .  P r in c ip le  Vb. The com poser's  c a l l  f o r  an a rp e g g ia te d  f ig u r e  
s u g g e s ts  a c o n tin u a tio n  o f  th e  b a rio la g e  bowing s ty le  e s ta b l is h e d  on 
th e  f i r s t  b e a t o f  th e  m easure.
37 . P r in c ip le  Vc. The f ig u r a t io n  i s  changed to  fav o r a c o n tin u a tio n
o f  the  same s ty le  of bowing e s ta b lis h e d  in  th e  p rev io u s  m easure,
38 . P r in c ip le  Vc. The f o u r - s t r in g  arpegg io  i s  so a rran g ed  a s  to  
c o n tin u e  the  same s ty le  o f  bowing e s ta b l is h e d  in  p reced ing  m easures. 
A rrangem ent o f s lu r s  i s  l e f t  to  th e  d i s c r e t io n  o f  th e  p e rfo rm er.
39 . P r in c ip le  Vc.
UO. P r in c ip le  Vc. The s ig n if ic a n c e  o f th e  change in  f ig u r a t io n  i s  
th e  new v a r ia t io n  o f th e  Chaconne beginn ing  w ith  t h i s  m easure.
U l. P r in c ip le  Vc. The f ig u r a t io n  o f the  p rev io u s  measure c o n tin u e s , 
in c o rp o ra t in g  members o f a f o u r - s t r in g  ch o rd .
U2. and U3. P r in c ip le s  la  and l i b .  These m u ltip le  s to p s  a re  id e n t i c a l  
to  th o se  in  measure two.
W*« and P r in c ip le s  l a  and l i b .  These m u ltip le  s to p s  a re  id e n t i c a l  
to  th o se  in  measure th re e .
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li6 . to  52. P r in c ip le s  l a  and IVb,
53• and 5U* P r in c ip le s  l a  and IVb,
55* P r in c ip le  l a ,  A s lu r  m ight be added to  p re se rv e  th e  tim e d u ra tio n  
o f  th e  middle n o te ,
56, P r in c ip le s  l a  and I l a ,  The s lu r  i s  added to  a s s i s t  in  leng then ing  
th e  d u ra tio n  o f th e  middle v o ic e ,
57 , P r in c ip le  l a ,
5 8 , to  63 ,  P r in c ip le s  l a ,  I l a ,  and Vb. Some o f th e  in n e r  vo ice  tim e 
d u ra tio n s  in  th e se  two m easures canno t su s ta in  t h e i r  p r in te d  v a lu e s .
F o r t h i s  reason  p lu s  the  absence o f s lu r s  in  the  upper v o ice , a l l  
in n e r  vo ices m ain ta in  a c o n s is te n t  e ig h th -n o te  v a lu e ,
6U, to  66, P r in c ip le s  la  end IV a,
67 ,  to  70, P r in c ip le s  la  and Vb, Ihe bow's d ire c t io n  o f emphasis i s
re v e rse d  to  s u s ta in  a m elodic l i n e  i n  the lower v o ic e . Note m easures
fo r ty -o n e  and two fo r  a s im ila r  melodic con tour,
71,  to  7i4, P r in c ip le s  l a  and IVa,
75 , P r in c ip le  l a .  The s lu r  i s  added to  p reserve  th e  tim e d u ra tio n  of 
th e  upper v o ice .
76, P r in c ip le  l a ,
77, P r in c ip le s  la  and I l a .  The bow 's d ire c t io n  o f em phasis i s  r e ­
v e rsed  i n  o rder to  con tinue  a m elodic l i n e  in  th e  low er v o ic e ,
78, and 79 . P r in c ip le s  la  and I l a ,  The second o f  th e se  two i l l u s t r a t i o n s  
r e q u ir e s  the  bow's d i r e c t io n  o f  emphasis to  be re v e rse d  i n  o rd e r to  con­
tin u e  a melodic l i n e  in  th e  low er v o ic e . See i l l u s t r a t i o n s  se v e n ty -s ix  
and seven .
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80. and 6 l .  P r in c ip le #  l a  and I l a .
82 . to 8U. P r in c ip le  I b .
85 . P rin cip le  l a .
86 . to 88. P r in c ip le  l a .
89. to  9U» P r in c ip le s  l a  and Vb. The bow's d i r e c t io n  o f  emphasis ia
rev e rsed  to  s u s ta in  a melodic l in e  in  the  lower v o ic e .
95. to 97 . P r in c ip le s  la  and IVa.
98. P r in c ip le s  l a  and IVa. The s lu r  i s  added to  p re se rv e  the  tir.ie 
d u ra tio n  of the  m iddle v o ice .
99. to  106. P r in c ip le s  la  and IVa. The two upper v o ices  should be 
eq u a lly  su s ta in e d  th roughout the  p assage , p ro v id in g  a so n o rity  o f grand 
p ro p o rtio n .
107. to  n i l .  P r in c ip le s  la  and IVa. See abovo,
U 5* P r in c ip le s  l a  and I l a ,
U 6 , P r in c ip le  l a .  The s lu r  i s  added to  p re se rv e  the  tim e d u ra tio n
o f the  upper v o ic e .
117. to  125. P r in c ip le s  l a  and IV a.
126. P r in c ip le s  l a  and IVa. The s lu r  i s  added to  p re se rv e  the  tim e 
d u ra tio n  o f  th e  m iddle v o ice .
127. to  132. P r in c ip le s  la  and IV a.
133. P r in c ip le  l a .  The s lu r  i s  added to  p re se rv e  th e  tim e d u ra tio n
o f the upper v o ic e .
13U. and 135. P r in c ip le  l a .
136. P r in c ip le  l a .  The s lu r  i s  added to  p re se rv e  th e  tim e d u ra tio n
o f the  in n e r  v o ic e .
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137* P r in c ip le *  la  and l i a .
138. P r in c ip le  l a .
139. to  l i | l .  P r in c ip le  Vc. The p a r t i c u l a r  c o n f ig u ra tio n  o f  th e  arpeggio  
co u ld  be l e f t  to  th e  d i s c r e t io n  of th e  p e rfo rm er. T his f ig u r e ,  which 
b eg ins th e  twenty fo u r th  v a r ia t io n  o f  th e  Chaconne, d i f f e r s  from 
m easures e ig h ty -n in e  and 105.
U42.  and lh3* P r in c ip le  I s .
lU ll. P r in c ip le  l a .  A s lu r  might be added to  p re se rv e  th e  tim e d u ra tio n  
o f  th e  middle n o te .
11j5« P r in c ip le s  l a  and l i b .  Middle n o te  "F" cannot be s u s ta in e d  fo r  i t s  
p r in te d  value w ith o u t n u l l i f y in g  th e  m elodic rhythm o f  th e  upper v o ice . 
l l |6 .  to  15U« P r in c ip le s  la  and IVb. T his e n t i r e  v a r ia t io n  (m easures
209 through 216) i s  c le a r ly  a s in g le  m elodic l in e  supported by th ese
o c c a s io n a l ch o rd s .
155* to  161. P r in c ip le s  la  and l i b .  See i l l u s t r a t i o n s  one tlirough
sev en . This is  i d e n t i c a l  to  the  f i r s t  fo u r  measures o f the movement.
162 .  to  166. P r in c ip le s  l a  and IVa.
S ty le  C h a r a c te r is t ic s  R e lev an t to  Perform ance 
The Chaconne c o n s is ts  o f  an e ig h t-m easu re  theme w ith  t h i r t y  v a r ia ­
t i o n s .  V a ria tio n s  s ix te e n  (measure 133) through tw en ty -fou r (m easure 
201) a re  in  D m ajor. V a ria tio n s  f i f t e e n  (m easure 121) and e ig h te e n  
(m easure H |9) a re  ex tended  to  twelve m easures each . A b a s ic  harmonic 
p ro g re s s io n  o f fo u r  m easures occurs tw ice  i n  each v a r ia t io n ,  th re e  tim es 
in  each of th e  two tw elve-m easure v a r i a t io n s .  The t o t a l  number of fo u r  
m easure segments i s  th e re fo re  s ix ty - f o u r .  Based upon th e  p rem ise  th a t
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harmonlo mnalyml# oan revea l a atruoture which, when recognized by the
performer, a id e  in  in terp re ta tio n  and in  memorization, an etio lyaie of
the four-meaeure aequenoe fo ilow a ,
A e er le a  o f  tonio -  aubdondnanl -  dominant harmonica oan be traced
throughout each aequence. The to n ic  tr iad  or i t a  harmonic aub atitu tion
alwaya occura a t  the beginning o f each aeries and ttie dominant or i t a
harmonic au b atitu tion  alwaya concludes the fourth measure o f  the s e r ie s .
The middle harmony, however, i s  the moat v a r ia b le , not only in  i t s  teaw
poral appearance between ton ic  and dominant, but a lso  in  the frequency
and v a r ie ty  o f  i t s  harmonic su b s t itu t io n s . N otice the fo llow in g  p a ttern .
Harmonic su b s titu tio n s  and th eir  frequencies arm in  parentheses:
B asic progression  in  each four measure segment;
Tonic -  Subdominant -  Dominant
(D isso n an t to n ic , (S u p e rto n ic , ( ly^ading-tono,
t iire e  tim es; t i i i r tn e n  tim es; s ix  times)
German s ix th  chord, Subm ediant,
once) tw en ty -th ree  tim es;
Dominant/dominant, 
four tim es)
M elodic contour usually  changes q u ite  c le a r ly  w ith  each now varia ­
t io n , However, var ia tion s two (measure seventeen) and tw enty-tiiree 
(measure 193) are exceptions in  that in  each o f these c a se s , a change 
in  vo ice  i s  the contribu ting  fa c to r  to v a r ie ty . A lso , varia tion s tw elve  
(measure n in ety -seven ) and fou rteen  (measure 113) continue w ith no s ig ­
n if ic a n t  change in  contour from the preceding se c tio n . In each o f  
th ese  c a s e s , the same arpeggiated fig u ra tio n  continues throughout.
CHAPÏER VI.
SONATA NO. i n  in  C MAJOR 
Sonata No. 3 c o n ta in s  fo u r  movementat Adagio, Fuga, L argo , and 
A lleg ro  a a s a i .  Of th e se , th e  f i r s t  th re e  w i l l  be in c lu d e d  in  t h i s  
s tu d y  and a re  the  s u b je c t o f  t h i s  c h a p te r .
Adagio in  C m ajor
R eference to  Enum erated M ultip le  S to p s  
I l l u s t r a t e d  in  Volume I I
1 . to  9 . P r in c ip le s  l a  and IV b. The a d d it io n  of s lu r s  i s  supported
by the p r in te d  a r t i c u la t io n  in  m easures one and two and in  s e v e ra l  o th e r 
m easures tliroughout th e  com position .
10 . to  15 . P r in c ip le s  l a  and IV b. The middle voice shou ld  re c e iv e
enphasis  a s  a c o n tin u a tio n  o f  th e  m elodic l i n e .
16 .  to  2U» P r in c ip le s  l a  and IV b. The melodic l in e  r e tu r n s  to  the
upper v o ic e .
25. P r in c ip le  l a .
26.  P r in c ip le  l a .  The s lu r  i s  added to  p re se rv e  th e  tim e d u ra tio n  of 
th e  in n e r  v o ice .
27.  to  32 .  P r in c ip le s  l a  and IVb. The melodic l in e  changes voices
during  t h i s  passage and the  bow 's emphasis should  change a cc o rd in g ly .
33» to  35» P r in c ip le s  l a  and IV b. The bow's d ir e c t io n  o f  emphasis i s  
re v e rse d  in  o rder to  s u s ta in  th e  m elodic l in e  in  th e  low er v o ic e .
6U
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3é« to  Ut* P r in c ip le s  l a  and IVb. The m elodic l in e  changes vo ices 
d u rin g  t h i s  passage  and th e  bow's emphasis shou ld  change a cc o rd in g ly .
U5« to  Ii7« P r in c ip le s  I c  and IVa. The bow i n i t i a l l y  a rp e g g ia te s  the 
fo u r  s t r i n g s ,  then  r e tu r n s  to  the two in n e r v o ices  which sh a re  the  
m elodic l in e  in  t h i r d s .
U6. P r in c ip le s  l a  and IVa. The two-measure passage  i s  com pleted w ith  
th e  melody re tu rn in g  to  a s in g le  v o ice .
h9* and 50. P r in c ip le s  l a  and IVb. Ihe m elodic l in e  r e tu r n s  to  the  
upper v o ic e .
51 . P r in c ip le s  l a  and IVa.
52 . to  5h. P r in c ip le s  l a  and IVb. The m elodic l in e  re tu rn s  to  the  
upper v o ic e .
55 . P r in c ip le s  Ic  and IV a. The bow i n i t i a l l y  a rp e g g ia te s  th e  fou r 
s t r in g s ,  then  re tu rn s  to  th e  two in n e r v o ices  w hich share th e  melodic 
l i n e  in  t h i r d s .
56 . P r in c ip le s  la  and IV a.
57* P r in c ip le s  la  and IV a. The bow's d i r e c t io n  o f  emphasis i s
re v e rse d  in  o rd e r to  s u s ta in  the melodic l i n e  in  th e  low er v o ic e .
58 . P r in c ip le s  l a  and IV a.
59 .  P r in c ip le s  l a  and IV a. The bow's d i r e c t io n  o f  emphasis i s  rev e rsed
in  o rd e r  to  s u s ta in  a m elodic l in e  sh ared  by the two lower v o ic e s .
60 .  P r in c ip le s  l a  and I I I .  The p rev io u s  doable p ass in g  to n e  combina­
t i o n  i s  re so lv e d  q u i te  n a tu ra l ly  as  th e  bow s tro k e  begins w ith  th e  lower 
two s t r in g s ,  r e tu rn in g  to  i t s  customary d i r e c t io n  o f em phasis.
61 . P r in c ip le s  l a  and IV a. The bow's d i r e c t io n  o f  emphasis i s  rev e rsed
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i n  o rd e r to  s u s ta in  a m elodic l i n e  sh ared  by th e  two low er voices*
6 2 . to  67 . P r in c ip le s  l a  and IVb. The melodic l i n e  changes vo ices 
d u rin g  th i s  passage  and th e  bow's em phasis should change acco rd in g ly .
68. and 69.  P r in c ip le s  l a  and IVa.
70 . to  72 . P r in c ip le s  l a  and IVb. The melodic l i n e  r e tu rn s  to  the  
upper v o ice .
73 . P r in c ip le  l a .
7h» P r in c ip le s  l a ,  I l a ,  and IV a. Upon com pletion o f  th e  m elodic l in e  
in  th e  low er v o ic e , th e  bow 's emphasis sw itches to  m iddle no te  "E" as 
th e  voice  which co n tin u es  th e  melody. Upper no te  "A " cannot be sus­
ta in e d  f o r  i t s  p r in te d  tim e d u ra tio n  because of awkwardness in  l e f t  
hand f in g e r in g .
75. and 76. P r in c ip le  l a .
77. P r in c ip le s  l a  and l i b .  In n e r no te  "C” cannot be su s ta in e d  fo r  i t s  
p r in te d  time d u ra tio n .
78 . P r in c ip le  l a .
79. P r in c ip le s  l a  and IVa.
80. P r in c ip le s  l a  and IVa. The bow's d ir e c t io n  o f  emphasis i s  rev ersed
in  o rd e r to  s u s ta in  a melodic l i n e  c o n tin u in g  in  th e  low er v o ice .
81 . P r in c ip le s  l a  and IVa.
82. P r in c ip le s  l a  and IVa. The s lu r  i s  added to  p re se rv e  the  time
d u ra tio n  o f th e  in n e r  v o ic e .
83. P r in c ip le s  l a  and IVa.
8ij. P r in c ip le s  la  and IVa. The bow 's d i r e c t io n  o f  emphasis i s  rev e rsed
in  o rd e r to  s u s ta in  a m elodic l in e  co n tin u in g  in  th e  lower v o ice .
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8$ . P r in c ip le  l a .
S ty le  C h aracter istics  Relevant to  Peiformance 
The movement i s  characterized  by a s in g le , ra th er  plodding, melodic 
l in e ,  o cca s io n a lly  appearing in  p a r a lle l  th irds or s ix t h s .  Rhythmic 
con trast i s  r e f le c te d  in  the even ly  a r ticu la ted  e ig h th  notes of measures 
f i v e ,  seven, and nine and in  the d ia ton ic  sca le  passages o f  measures 
fo r ty  through forty -tw o . Another form of v a r ie ty  i s  found twice in  the 
ornamental phrase extensions o f  measures twelve and th ir ty -n in e .
There i s  a certa in  awkwardness about the bow's downward d ir e c tio n  
o f emphasis, a breaking or plane-changing bow stroke from upper n o tes to  
lower n o tes , which lim its  i t s  use to  those in sta n ces  wherein a m elodic 
l in e  i s  c le a r ly  in  the low est v o ice . N otice the appearance of a m elodic 
l in e  in  the middle voice o f a m ultiple stop (measures s ix  and seven, 
s ix te e n , twenty-two and th ree , and tw enty-seven), wherein th e o r e t ic a lly  
the bow's emphasis could be d irected  to e ith er  end o f  the v e r t ic a l  
com bination. Perhaps tr a d it io n  i s  an ad d ition a l fa c to r ;  n ev erth e less , 
the d ec is io n  to  perform m u ltip le  stops in  the measures c ite d  above w ith  
a bow stroke which in i t ia t e s  the lower note f i r s t  can be based upon the  
fa c t  th a t the melodic l in e  does not occur in  the lo w est v o ice .
D iscrepancies Between the Autograph and A nalysis  
In  measure ten , beat one, i t  i s  assumed th at th e "D sharp" should  
be reta in ed  over the bar l in e .
In measure fo r ty , i t  i s  assumed that a t i e  should a lso  be included  
in  the upper v o ic e .
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Fuga in  C Major
R eference  to  Enumerated M u ltip le  S tops 
I l l u s t r a t e d  in  Volume I I
1 .  P r in c ip le s  l a  and IV a. The c o n f l ic t  between the  m iddle v o ic e ,
w hich i s  n o t s lu r r e d ,  and th e  upper v o ic e , which i s  th e  fugue s u b je c t ,  
i s  re s o lv e d  in  fa v o r  o f  th e  l a t t e r  by th e  a d d itio n  o f th e  s l u r .
2 . P r in c ip le s  l a ,  I l a ,  and IV a. Inner vo ice  "C sharp" canno t be sus­
ta in e d  f o r  longer th a n  a q u a r te r  note because th e  same f in g e r  i s  needed
f o r  upper no te  "G."
3 . and U. P r in c ip le s  l a  and IVa. The a d d it io n  o f  a s lu r  a llo w s in n e r
v o ic e  "C" to  be su s ta in e d  f o r  i t s  p r in te d  v a lu e ,
5 .  P r in c ip le s  la  and IV a. The s lu r  i s  added to  p re se rv e  th e  tim e
d u ra tio n  o f  th e  in n e r  v o ic e .
6 . P r in c ip le s  l a ,  I l a ,  and IV a. The whole n o te  cannot be su s ta in e d
below two o th e r moving v o ic e s .
7* P r in c ip le s  l a ,  I l a ,  and IVa, In n e r voice "C" cannot be su s ta in e d
f o r  lo n g e r th an  a q u a r te r  n o te  because th e  "D" must be f in g e re d  on the
same s t r i n g .
8 .  P r in c ip le  l a .  The s l u r  i s  added to  p re se rv e  th e  tim e d u ra tio n  of
th e  in n e r  v o ic e .
9 . and 10. P r in c ip le s  l a  and I l a .  % e in n e r  voice cannot be su s ta in e d  
because o f  awkwardness i n  f in g e r in g .
1 1 . P r in c ip le  l a .  The s l u r  i s  added to  p re se rv e  the  tim e d u ra t io n  o f
th e  in n e r  v o ice .
1 2 . P r in c ip le s  l a ,  I l a ,  and IV a. Upper vo ice  "A" cannot e a s i ly  be su s-
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ta ln e d  because in n e r  voice "D” re q u ire s  the  same f in g e r .  Moreover, the  
in n e r  vo ice  b eg ins a new s ta te m e n t o f  th e  fugue s u b je c t  and should  th u s  
be c l e a r ly  a r t i c u l a t e d .
13* P r in c ip le s  l a ,  I l a ,  and IV a. The upper voice canno t be su s ta in e d  
because o f awkwardness in  f in g e r in g ;  however, i t  does ta k e  on s ig n i f i ­
cance a s  th e  c o u n te rsu b je c t and ehou ld  be g iven  em phasis f o r  th a t  reaso n , 
l l i .  P r in c ip le s  l a  and IVa.
15.  and 16 . P r in c ip le s  la  and IV a. The s lu r  i s  added to  p re se rv e  th e  
tim e d u ra tio n  o f  th e  upper v o ic e .
17.  P r in c ip le s  I l a  and I I I .  Perform ance o f  t h i s  m u ltip le  s to p  i s  
based p r im a ri ly  on a th e o r e t ic a l  c o n s id e ra tio n . A lthough n o t d e fin ed  
by p r in c ip le  I I I ,  th e  s e p a ra tio n  o f  p h ra ses  cou ld  be a f a c to r  in
determ in ing  m u ltip le  stop perform ance even though awkwardness in  f in g e r ­
ing  would a ls o  be invo lved  h e re . An a d d it io n a l  th e o r e t ic a l  concern i s  
t h a t  e ig h th  n o te  i s  th e  de layed  re s o lu t io n  o f  th e  "F sharp" in  th e  
p rev io u s  m easure . N otice a sequence o f  th is  p assage  in  measures t h i r t y -  
th re e  and fo u r .
18 . P r in c ip le s  l a  and IVa. The bow re v e rse s  i t s  d i r e c t io n  of emphasis
in  o rd e r to  s u s ta in  melodic l i n e s  in  th e  low er two v o ic e s .
19.  and 20 . P r in c ip le s  la  and IV a . See above. S lu rs  a re  added to  
p re se rv e  th e  tim e d u ra tio n  o f  th e  in n e r  v o ic e .
21. P r in c ip le  H a .  In n er vo ice "E" cannot be su s ta in e d  because e ig h th
note  "G" must be f in g e re d  on th e  same s t r in g .
22. P r in c ip le s  l a  and IVa. The bow re v e rse s  i t s  d i r e c t io n  o f  enphasis
in  o rd e r to  s u s ta in  a melodic l i n e  in  th e  low er v o ic e . The s lu r  i s
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added to  p rese rv e  th e  tim e d u ra tio n  o f th e  in n e r  v o ic e .
23 , P r in c ip le s  l a  and IVa. The s u b je c t and c o u n te rsu b je c t e n te r
s im u ltan eo u sly  a t  t h i s  p o in t .
2U. P r in c ip le s  l a ,  I l a ,  and IV a. The upper vo ice cannot be su s ta in e d  
because o f  awkwardness in  f in g e r in g .
25.  P r in c ip le s  l a  and IVa.
26 , and 27. P r in c ip le s  la  and IVa. The s lu r s  a re  added to  p re se rv e  
th e  tim e d u ra tio n s  i n  th e  upper v o ice .
28 . P r in c ip le s  l a  and I l a .  The upper vo ice cannot be su s ta in e d  be­
cause o f awkwardness i n  f in g e r in g .
29 , and 30. P r in c ip le  l a .
31.  P r in c ip le s  la  and IVa. The two upper v o ices  o v e rla p , sharing
m elodic s ig n if ic a n c e .  The s lu r  i s  added to  p re se rv e  the tim e d u ra tio n  
o f  q u a r te r  note "D."
32 . P r in c ip le  l a .
33« P r in c ip le  l a .  In n e r  voice "C" c a r r i e s  th e  melodic s ig n if ic a n c e ;
n o t ic e  th e  m elodic i n t e r v a l  o f  a th i r d  a c ro s s  th e  p rev io u s  b a r - l in e ,
3I4,  P r in c ip le  l a .
35 . P r in c ip le  l a .  In n e r  voice "A" c a r r i e s  th e  m elodic s ig n if ic a n c e .
36, and 37. P r in c ip le  l a .
38 . P r in c ip le  l a .  The bow re v e rse s  i t s  d i r e c t io n  o f  emphasis in  o rd e r
to  s u s ta in  a lower m elodic l i n e .
39 . and ho» P r in c ip le  l a .
1*1. P r in c ip le  l a .  The bow re v e rse s  i t s  d i r e c t io n  o f  emphasis in  o rd e r
to  s u s ta in  a low er m elodic l i n e .
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U2m P r in c ip le  l a .
1*3. to  1*8. P r in c ip le s  l a  and I l a .  The bow re v e rse s  i t s  d ir e c t io n  of 
enphasis in  o rder to  s u s ta in  a low er melodic l i n e .  S ince  some o f  th e  
in n e r  vo ice  h a l f  n o te s  in  th ese  m easures can n o t be su s ta in e d  f o r  t h e i r  
p r in te d  v a lu e , a l l  a re  a b b re v ia te d  fo r  th e  sake o f co n sis te n cy .
1*9. to  51. P r in c ip le  l a .
52. P r in c ip le s  Ic  and IVa. The p rev io u s  two e ig h th  n o te s  c a l l  f o r  a 
con tinued  downward movement; th e re fo re ,  a r a p id  a rp e g g ia tlo n  from th e  
low er to  th e  upper vo ice  and r e tu r n  to  the  low er melodic l in e  i s  most 
a p p ro p r ia te .
53• P r in c ip le  l a .  The upper v o ice  o f  th e  p re v io u s  m u ltip le  s top  i s  
r e c a l le d  in  r e t r o s p e c t  a s  the  fugue s u b je c t c o n tin u e s .
51*. P r in c ip le  I s .  The s lu r  i s  added to  p re se rv e  th e  tim e d u ra tio n  o f 
the in n e r  v o ice .
55* P r in c ip le s  l a  and IVa. The bow 's d i r e c t io n  o f  emphasis i s  
re v e rse d  in  o rd er to  f i r s t  co n tin u e  th e  fugue s u b je c t in  th e  upper 
v o ice , then  to  a r t i c u l a t e  th e  downward moving lower v o ic e . The s lu r  
i s  added to  p re se rv e  th e  tim e d u ra tio n  o f th e  in n e r  v o ic e .
56. to  59. P r in c ip le  l a .
60. P r in c ip le  l a .  The s lu r  i s  added to  p re se rv e  the  tim e d u ra t io n  o f 
th e  upper v o ic e .
61. P r in c ip le s  la  and H a .  The upper voice canno t be su s ta in e d  b e ­
cause o f  awkwardness in  f in g e r in g .
62. and 63 . P r in c ip le s  la  and H a .  The in n e r  vo ice cannot be su s­
ta in e d  because o f awkwardness i n  f in g e r in g .
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6i*« P r in c ip le s  l a  and I l a .  The upper voice cannot be s u s ta in e d  be­
cause o f awkwardness i n  f in g e r in g .
65. P r in c ip le  l a .  The s lu r  i s  added to  p reserv e  th e  tim e d u ra tio n  o f 
the  in n e r  v o ic e .
66 . P r in c ip le s  la  and IV a. The bow's d ire c t io n  o f  emphasis i s  r e ­
versed  and th e  s lu r  added to  p re se rv e  th e  time d u ra tio n  o f th e  low er 
v o ic e .
67 . and 68, P r in c ip le s  la  and IV a. The bow's d i r e c t io n  o f  em phasis 
rem ains re v e rse d  in  o rd e r to  s u s ta in  bo th  lower v o ic e s .
69 . and 70 . P r in c ip le  l a .
71 . P r in c ip le s  Ic  and IV a. The fugue su b jec t i s  i n  the  low er v o ice ;
th e re fo re , a r a p id  a rp e g g ia tio n  from th e  lower to  th e  upper v o ice  and
r e tu r n  to  th e  low er l in e  i s  m ost a p p ro p r ia te .
7 2 .  P r in c ip le  la
73. P r in c ip le s  Ic  and IVa. D e sp ite  th e  en trance o f  the  fugue s u b je c t 
in  th e  upper v o ic e , the  low er v o ice  rem ains the more a c t iv e  a t  t h i s  
p o in t ,  th u s  th e  ra p id  a rp e g g ia tio n  and re tu rn  to  th e  low er v o ic e .
7ii. P r in c ip le  l a .
7$. P r in c ip le s  l a ,  I l a ,  and IV a.
76,  P r in c ip le  l a .
77 . to  79 . P r in c ip le  l a .  S lu r s  a re  added to  p re se rv e  th e  tim e dura­
t io n s  in  th e  upper v o ic e .
6 0 .  P r in c ip le s  l a ,  I l a ,  and I V a .
81 . and 82 . P r in c ip le  l a .  S lu r s  a re  added ta  p re se rv e  th e  tim e 
d u ra tio n s  i n  th e  in n e r v o ic e .
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83 . and  BU. P r in c ip le s  l a ,  l i a ,  and IV a, The bow's d i r e c t io n  of em­
p h a s is  i s  re v e rse d  in  o rd e r to  s u s ta in  a melodic l i n e  co n tin u in g  in  
th e  low er v o ic e .
8 5 . and  86 , P r in c ip le  l a .  S lu rs  a re  added to  p re se rv e  th e  tim e d u ra tio n s  
in  th e  upper v o ic e ,
8 7 , P r in c ip le  l a .
88 , to  90, P r in c ip le  l a .  S lu r s  a re  added to  p re se rv e  th e  tim e d u ra tio n s  
in  th e  upper v o ic e ,
91 , P r in c ip le s  l a ,  I l a ,  and IVa,
92 . and  93 . P r in c ip le  l a .  S lu rs  a re  added to  p re se rv e  th e  tim e dura­
t io n s  in  the  in n e r  v o ice ,
9U, and  95, P r in c ip le s  l a ,  and I l a ,
9 6 . to  98, P r in c ip le  I s .  S lu rs  a re  added to  p re se rv e  th e  tim e dura­
t io n s  in  the  upper v o ice ,
99 , P r in c ip le  l a ,
100 , P r in c ip le s  Ic  and I l a ,  Awkwardness in  l e f t  hand f in g e r in g  p re ­
v e n ts  low "B f l a t "  and upper "G" to  be sounded in  th e  same m u ltip le  
s to p  even though in  a rp e g g ia tio n , hence th e  delay  o f  th e  low er n o te ,
101, P r in c ip le s  la  and IV a, The fugue s u b je c t co n tin u e s  in  the  upper 
v o ic e ,
102, and 103, P r in c ip le  l a .  S lu rs  a re  added to  p re se rv e  th e  tim e dura­
t io n s  in  the  in n e r  v o ic e ,
lOU. P r in c ip le  l a .
105 , to  107, P r in c ip le  l a .  S lu r s  a re  added to  p re se rv e  th e  tim e dura­
t io n s  i n  th e  in n e r v o ice .
lU
108. and 109 , P r in c ip le  l a .
110. P r in c ip le s  I s ,  I I o ,  and IVa.
111. and 112. P r in c ip le  l a .  S lu r s  a re  added to  p re se rv e  the tim e dura­
t io n s  i n  th e  upper v o ic e .
113. P r in c ip le  l a .
l l l i .  and 11$. P r in c ip le s  la  and I l a .  The bow re v e rse s  i t s  d ir e c t io n  
or em phasis in  o rd e r to  s u s ta in  th e  fugue s u b je c t  e n te r in g  in  th e  lower 
v o ic e . In n e r vo ice  "C sharp" canno t be s u s ta in e d  fo r  i t s  p r in te d  value 
because o f awkwardness i n  f in g e r in g .
116. P r in c ip le  l a .  The s lu r  i s  added to  p re se rv e  th e  tim e d u ra tio n  
o f th e  in n e r  v o ice .
117. P r in c ip le s  I la  and Va. Awkwardness i n  f in g e r in g  causes a l t e r a t io n  
in  tim e d u ra tio n  o f bo th  v o ices . This f ig u r e  has occurred  tw ice p re ­
v io u s ly . See measures tw enty and tw e n ty -s ix ,
118. and 119. P r in c ip le  l a .  The fugue s u b je c t  co n tin u es  in  the  low er 
v o ice . S lu rs  a re  added to  p re se rv e  th e  tim e d u ra tio n s  in  the  low est 
v o ice .
120. P r in c ip le s  la  and Vb. Although th e  bow 's d i r e c t io n  o f emphasis 
in  t h i s  in s ta n c e  m ight be e i th e r  upward or downward, th e  l a t t e r  i s  
chosen f o r  th e  sake o f  c o n s is te n cy  w ith  th e  p rev io u s  two i l l u s t r a t i o n s .
121. P r in c ip le s  l a ,  I l a ,  and IVa. As th e  fugue s u b je c t i s  concluded, 
th e  m elodic l in e  r e tu r n s  to  th e  to p  v o ic e .
122. P r in c ip le  l a .  The s lu r  i s  added to  p re se rv e  th e  tim e d u ra tio n  o f 
th e  in n e r  v o ic e .
123. P r in c ip le s  la  and IVa. The s lu r  i s  added to  p re se rv e  th e  tim e
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d u ra tio n  o f th e  upper v o ic e .
12U. P r in c ip le  I c ,  The a rp e g g ia tio n  p ro v ides c o n tin u ity  o f th e  melodic 
l in e  i n  the  in n e r  voice by sounding f i r s t  th e  "F sh a rp ,"  then th e  upper 
n o te s , and r e tu rn in g  to  th e  vo ice  which c a r r ie s  forw ard the  melodic 
im petus.
12%. P r in c ip le s  la  and I l a .  Awkwardness in  l e f t  hand f in g e r in g  p re ­
c lu d es  th e  sounding of bo th  o u te r vo ices on the  same q u a r te r  n o te .
The upper "C" i s  th e re fo re  d e le te d  in  fav o r o f i t s  low er o c tav e .
126. P r in c ip le  l a .  The s l u r  i s  added to  p reserv e  th e  tim e d u ra tio n
o f th e  in n e r  v o ic e .
127. P r in c ip le  l a .
128. P r in c ip le  l a .  The s lu r  i s  added to  p reserv e  th e  time d u ra tio n  o f
the  in n e r v o ice .
129. and 130. P r in c ip le s  la  and I l a .
131. P r in c ip le s  la and IVa. The s lu r  i s  added to p re se rv e  the time
d u ra tio n  of th e  upper v o ic e .
132. P r in c ip le s  l a ,  H a , and IVa. The t ie d  note cannot be su s ta in e d  
above two o th e r  moving v o ic e s . See a ls o  measure th i r t e e n .
133. P r in c ip le  l a .  The s lu r  i s  added to  p reserv e  th e  tim e d u ra tio n  of 
th e  in n e r  v o ic e .
I 3U. P r in c ip le s  la  and I l a .
13%. P r in c ip le  l a .
136. P r in c ip le s  la  and I l a .  Awkwardness in  l e f t  hand f in g e r in g  p re ­
c lu d es  th e  sounding of both  o u te r  vo ices  on th e  same q u a r te r  n o te .
137. P r in c ip le  l a .
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138• P r in c ip le  l a ,
139. P r in c ip le s  Ic  and IVa. The p rev io u s  two q u a r te r  n o te s  c o l l  f o r  a 
con tinued  downward movement; U ie re fo re , a ra p id  a rp e g g ia tio n  from the 
lower to  th e  upper voice and re tu rn  to  th e  low er melodic l in e  i s  most 
a p p ro p r ia te ,
II4O. P r in c ip le  l a .  The upper voice  o f  th e  p rev io u s  m u ltip le  s top  i s  
r e c a l le d  i n  r e t ro s p e c t  as th e  fugue s u b je c t  co n tin u es  in  in v e rs io n , 
l l i l .  P r in c ip le s  la  and I l a ,
IL 2 , P r in c ip le  l a ,
H i3. and llili . P r in c ip le  l a .  S lu rs  a re  added to  p reserv e  th e  tim e 
d u ra tio n s  in  th e  in n e r v o ice ,
Hi5. P r in c ip le  l a ,
1^6, and 1U7. P r in c ip le s  l a .  and IVa, S lu rs  a re  added to  p reserv e  
the tim e d u ra tio n s  in  the upper v o ice . The c o u n te rsu b je c t appears in  
in v e rs io n  below the  in v e r te d  s u b je c t ,
II48, P r in c ip le  l a ,
li i9 . P r in c ip le  l a .  S lu rs  a re  added to  p re se rv e  the  tim e d u ra tio n  in  
th e  upper v o ic e ,
150, to  15I4, P r in c ip le s  la  and I l a ,
155. P r in c ip le  l a ,
1$6, and 1S7. P r in c ip le  l a .  S lu rs  a re  added to  p reserve  th e  time 
d u ra tio n s  i n  the  upper v o ice ,
158,  and 159 . P r in c ip le  l a .  The bow re v e rse s  i t s  d ir e c t io n  o f emphasis 
i n  Order to  c le a r ly  a r t i c u l a t e  th e  downward moving melodic l i n e  a s  i t  
co n tin u es  from  an in n e r  voice to  th e  lo w est v o ic e .
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160, P r in c ip le s  la  and Ila*
161, P r in c ip le  I c ,  The p rev io u s  two q u a r te r  n o te s  c a l l  fo r  a con tinued  
downward movement; th e re fo re ,  a r a p id  a rp e g g ia tio n  from th e  low er to
th e  upper voice and r e tu r n  to  th e  low er melodic l i n e  i s  most a p p ro p r ia te ,
162,  P r in c ip le s  la  and I l a .  The bow re v e rse s  i t s  d ire c t io n  of em phasis 
in  o rd e r to  a r t i c u la te  th e  moving v o ic e ,
163, P r in c ip le s  la  and I l a ,
16U, P r in c ip le s  l a ,  and I l a ,  The bow re v e rse s  i t s  d ir e c t io n  o f  em phasis 
in  o rd er to  a r t i c u l a t e  th e  moving v o ic e ,
165. P r in c ip le  l a ,
166, and 167 . P r in c ip le  l a .  The s lu r s  a re  added to  p reserve  the  tim e 
d u ra tio n  o f th e  lo n g er n o te  v a lu e s ,
168, P r in c ip le s  la and I l a .
169, P r in c ip le  l a .  The s lu r  i s  added to  p re se rv e  the  tim e d u ra tio n
of the  in n e r vo ice.
170, and 171 . P r in c ip le s  la  and I l a ,
172, to  I7U. P r in c ip le s  l a  and I l a .
175, and 176, P r in c ip le  l a ,
177, P r in c ip le  l a .  The s lu r  i s  added to  p re se rv e  th e  tim e d u ra tio n
o f th e  in n e r  v o ice .
178, P r in c i p le  l a .
179,  P r in c ip le s  la  and I l a .
180,  P r in c ip le  l a ,
181,  to  183,  P r in c ip le  l a .  The bow re v e rse s  i t s  d ire c t io n  o f  emphasis
in  o rder to  a r t i c u la t e  a melodic l in e  in  th e  low er v o ice .
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18U. P r in c ip le s  l a  and I l a .
185. P r in c ip le  l a .  The s lu r  i s  added to  p re se rv e  th e  tim e d u ra tio n  
o f th e  in n e r  v o ic e ,
186. to  188. P r in c ip le  l a .
189, P r in c ip le s  l a  and I l a .
190 , p r in c ip le  l a .  The s lu r  i s  added to  p re se rv e  th e  tim e d u ra tio n
o f  the in n e r  v o ic e ,
191, to  193. P r in c ip le s  la  and I l a .
19b. P r in c ip le  l a .
195. P r in c ip le s  la  and IVa.
196 . P r in c ip le s  l a  and I l a ,
197. and 198, P r in c ip le  l a .
199. P r in c ip le s  Ic  and IVa. The bow 's d i r e c t io n  o f  emphasis i s  f i r s t
toward the fugue s u b je c t in  the upper v o ice , th en  a rp e g g ia te d  to  the
low er moving v o ic e . On th e  fo llow ing  b e a t, th e  em phasis r e tu r n s  to  
th e  upper v o ice ,
200. P r in c ip le  l a .  The s lu r  i s  added to  p re se rv e  th e  tim e d u ra tio n
o f  th e  in n e r  v o ic e ,
201. and 202. P r in c ip le  l a ,
203. P r in c ip le  l a .  The s lu r  i s  added to  p re se rv e  th e  tim e d u ra tio n
o f  th e  upper v o ic e .
20b. P r in c ip le  l a .
S ty le  C h a r a c te r is t ic s  R elevan t to  Perform ance 
T b is  fugue d i f f e r s  from the two p reced ing  ones i n  t h a t  i t s  su b jec t 
i s  lo n g e r  and more l y r i c a l ,  n o t su g g es tiv e  o f th e  c ru sh in g  bow stroke
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p re v a le n t  in  th e  o th e r s .  I t  i s  the  most d i f f i c u l t  o f th e  th re e  from 
th e  s ta n d p o in t o f perfo rm ance. The a n a ly s is  o u tl in e d  by the  fo reg o in g  
i l l u s t r a t i o n s  has a ttem p ted  to  p re se rv e  as  l i t e r a l  an in t e r p r e ta t io n  
a s  i s  te c h n ic a l ly  p o s s ib le ,  p a r t i c u la r ly  w ith  re g a rd  to  added s lu r s  
in ten d ed  to  p re se rv e  th e  tim e d u ra tio n  o f h a l f  n o te s , y e t  such an in ­
te r p r e ta t io n  n e c e s s a r i ly  compounds th e  d i f f i c u l t y  o f  perform ance.
A c le a r ly  d e fin e d  c o u n te rsu b je c t begun by c h ro m a tic a lly  descending 
h a lf  n o te s  accoun ts  f o r  a more fre q u e n t polyphonic te x tu re  w ith  th e  
co rrespond ing  perform ance o b lig a t io n  to  a r t i c u l a t e  both melodic l i n e s  
where they  p a r a l l e l  each o th e r .  IWo in s ta n c e s  where su b je c t and co u n ter­
s u b je c t  appear c o n c u rre n tly  fo r  a s ig n i f ic a n t  le n g th  o f tim e a re  m easures 
fo u r  to  twenty and m easures tw en ty -fou r to  t h i r t y - f o u r .  These passages 
re c u r  in  m easures 298 to  308 and 312 to 322. S u b je c t and m odified  
c o u n te rsu b je c t appear c o n c u rre n tly  b u t in  in v e rs io n  in  measures 20$ 
to  217.
W ith  th e  ex cep tio n  o f  the  f i n a l  m easure, perform ance o f  th e  e n t i r e  
l a s t  s e c tio n  of th e  movement (m easures 297 to  353) i s  id e n t ic a l  to  the  
f i r s t  s e c tio n  (m easures n in e  to  s ix ty - f iv e )  and i s  th e re fo re  n o t r e ­
i l l u s t r a t e d .  Two o th e r  s e c t io n s ,  s im ila r  to  each o th e r ,  a lthough  n o t 
in v o lv in g  m u ltip le  s to p s , should  be m entioned because o f th e i r  need fo r  
a n o n - l i t e r a l  i n t e r p r e t a t i o n .  These a re  m easures 106 to  200 and m easures 
273 to  207, w herein  a su s ta in e d  melodic l i n e  occurs s im u ltan eo u sly  w ith  
in te r m i t te n t  e ig h th  n o te s  o f too g re a t  an i n t e r v a l l i c  span to  su g g es t 
t h a t  a l i t e r a l  perform ance cou ld  be f e a s ib l e .  A ll  q u a r te r  and h a l f  n o tes  
m ight b e s t  be reduced  to  e ig h th  n o tes  to  p ro v id e  a c o n s is te n cy  i n  p e r ­
form ance.
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Largo In  F Major
R eference to  Enumerated M u ltip le  S tops 
I l l u s t r a t e d  in  Volume I I
1 . P r in c ip le s  l a  and IVb. The f in g e r in g  i s  somewhat awkward and 
would n e c e s s i ta te  h a l f  p o s i t io n ,  b u t in n e r  n o te  "E" can be su s ta in e d  
f o r  i t s  p r in te d  v a lu e .
2 . P r in c ip le s  la  and IVb.
3 . P r in c ip le s  la  and IVb. % e s lu r  i s  added to  p re se rv e  th e  tim e 
d u ra tio n  o f th e  in n e r  n o te .
U> P r in c ip le  l a .  D esp ite  th e  stem d iv is io n  which d i f f e r s  from  the  
p rev ious i l l u s t r a t i o n s ,  the  upper vo ice  c o n tin u es  th e  s ig n i f ic a n t  
melodic l i n e .
5 . P r in c i p le  l a .  A case  co u ld  be made here  f o r  a rev e rsed  d i r e c t io n
of the  bow 's emphasis in  o rder to  s u s ta in  th e  longer p r in te d  value  of
th e  low er v o ic e ; however, th e  d e c is io n  to  use th e  more common upward 
d i r e c t io n  of emphasis i s  based upon com pletion o f a more s ig n i f ic a n t  
m elodic l i n e  in  the  upper v o ic e . The melody co n tin u es  from  what beg ins 
as  an in n e r  v o ice .
6 . to  9 . P r in c ip le s  la  and IV b.
10 . P r in c ip le s  la  and IVb. The s lu r  i s  added to  p re se rv e  th e  tim e 
d u ra tio n  o f th e  in n e r  n o te .
11. P r in c ip le s  l a  and IVb.
12 . and 13. P r in c ip le s  l a  and l i b .
111. P r in c ip le  l a .  The upper vo ice  co n tin u es  th e  s ig n i f ic a n t  m elodic
l i n e .  See a lso  i l l u s t r a t i o n  fo u r .
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1S« P r in c ip le s  la  and IV b.
1 6 , P r in c ip le  l a .  The s lu r  i s  added to  p reserve  th e  tim e d u ra tio n  of 
th e  in n e r  n o te .
17* P r in c ip le s  l a  and I l a .  The t r i l l  must be delayed s in c e  th e  
t r i l l i n g  f in g e r  i s  needed f i r s t  f o r  in n e r  note "B f l a t . "
1 8 . P r in c ip le  l a .
S ty le  C h a r a c te r is t ic s  R elevan t to  Perform ance 
A prom inent fe a tu re  o f th e  movement in so fa r  a s  a r t i c u l a t i o n  i s  
concerned i s  a bowing p a t te rn  w hich Bach p re sc r ib e s  tw enty-one tim es 
in  f i f t e e n  m easures. T h is p a t te rn  in v o lv es  th e  s lu r r in g  of th e  f i r s t  
th re e  o f  a group o f fo u r s ix te e n th  n o te s .  In  a d d it io n , fo llo w in g  
n e a r ly  h a l f  o f these p a t te rn s  i s  a n o th e r fo u r no te  p a t te rn  o f  s ix ­
te e n th  n o te s  which are  s lu r re d  two and two. N otice m easures one 
through th r e e  fo r  example. E v a lu a tin g  m u ltip le  s top  perform ance so 
a s  to  complement such c h a r a c te r i s t i c  p a tte rn s  i s  a lo g ic a l  outcome of 
th e  p re s e n t  s tu4y .
CHAPIER VII.
PARTITA NO. I l l  i n  E MAJOR 
P a r t i t a  No. 3 c o n ta in s  seven movements: P re lu d io , L oure, G avotte 
en Rondeau, Menuet I ,  Menuet I I ,  B ourre, and G igue. Of th e s e , the  
Loure and Menuet I  w i l l  be in c lu d ed  in  t h i s  study  and a re  th e  su b je c t 
o f  t h i s  ch ap te r .
Loure in  E Major
R eference  to  Enumerated M u ltip le  S tops 
I l l u s t r a t e d  in  Volume I I
1 . P r in c ip le s  l a  and IVb.
2 . to  17. P r in c ip le s  l a  and IVb.  A ll i l l u s t r a t i o n s  in  t h i s  group a re  
id e n t i c a l  in  th a t  th ey  a re  each a t r i p l e  s to p  in v o lv in g  th e  v e r t i c a l  
com bination o f th re e  n o te s  o f th e  same tim e d u ra tio n  and re p re s e n t  in  
th e  upper voice a member o f a m elodic l in e  w ith  chordal accompaniment.
18. P r in c ip le s  l a  and IVb. The s lu r  i s  added to  p re se rv e  the  time 
d u ra tio n  of the in n e r  n o te .
19 . P r in c ip le s  l a  and IVb.
S ty le  C h a r a c te r is t ic s  R elevan t to  Perform ance 
The most prom inent c h a r a c te r i s t i c  o f  t h i s  movement i s  i t s  l y r i c a l ,  
to p - l in e  melody. C onsistency  in  in te r p r e ta t io n  o f the  m u ltip le  stop 
acconçanim ent w i l l  enhance the  m elodic s ig n if ic a n c e  o f t h i s  upper v o ice ,
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The in n e r  n o te  serv es  on ly  to  id e n t i f y  th e  u n d erly ing  harmony and to  
c o n tr ib u te  s o n o r i ty .  In  th e  sense th a t  th e re  e x i s t s  in  t h i s  movement 
an  e a s i ly  reco g n ized  u n ifo rm ity  among m u ltip le  s to p s , i t  i s  one o f  the  
s im p le s t to  i n t e r p r e t  among th o se  movements under in v e s t ig a t io n .
D isc rep a n c ie s  Between th e  A utograph and A nalysis  
In  measure tw enty , i t  i s  assumed th a t  th e  f i n a l  th re e  "As" should  
be n a tu r a l .
In  measure tw enty-one, i t  i s  assumed th a t  th e  f i n a l  "E" sh o u ld  
be n a tu r a l .
Menuet I  in  E Major
R eference to  Enumerated M u ltip le  S tops 
I l l u s t r a t e d  in  Volume I I
1 . to  3 . P r in c ip le s  la  and IVa. The upper l i n e ,  as a r e p e t i t i o n  of
two m easures e a r l i e r ,  and th e  in n e r vo ice  as  an im ita t io n  o f m easures
one, fo u r ,  and n in e , should  re c e iv e  equal m elodic em phasis. The s lu r  
i s  added to  p re se rv e  th e  tim e  d u ra tio n  o f the  in n e r  v o ice .
li. P r in c ip le  l a .
5 .  P r in c ip le s  la  and IV a.
6 . P r in c ip le  l a .  The s lu r  i s  added to  p re se rv e  th e  tim e d u ra t io n  of 
th e  in n e r  v o ic e .
7 . and 8 . P r in c ip le  l a .
9m to  12 . P r in c ip le  l a .
S ty le  C h a r a c te r is t ic s  R elevan t to  Perform ance 
M easures one through e ig h teen  a re  somewhat o f  a po lyphonic te x tu re .
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An upper m elodic l in e  i s  complemented by an in te r m i t t e n t  fo u r n o te  
f ig u r e  whose r e p e t i t i o n  i s  i t s  p rim ary  m elodic s ig n if ic a n c e .  T his 
movement, l i k e  th e  one p re v io u s ly  an a ly zed , c r e a te s  few n o n - l i t e r a l  
perform ance prob lem s. In  f a c t ,  a l l  s ix  o f  th e  dance movements, in  
a d d it io n  to  th e  P re lu d io , a re  unique in  th e  sense  th a t  m u ltip le  s to p s  
a re  rem arkably sca rc e  in  com parison w ith  th e  p reced in g  so natas and 
p a r t i t a s .
CHAPTER VIII.
CONCLUSIONS
Throughout the  co u rse  o f t h i s  s tu d y , a sequence o f s e le c t in g  p r in ­
c ip le s  f o r  m u ltip le -s to p  perform ance has been fo llow ed . The p a t te r n  of 
t h i s  sequence has been to  co n sid e r f i r s t ,  the  in s tru m en t; second, the  
au to g rap h ; and th i r d ,  s t y l e .  The i n i t i a l  c o n s id e ra tio n  has been the  
l im i t a t io n s  o f  th e  in s tru m e n t which n e c e s s i ta te  n o n - l i t e r a l  in t e r p r e ta ­
t io n .  Then an e f f o r t  was made to  r e t a in  a s  c lo s e ly  as p o s s ib le  such 
req u irem en ts  of the  Bach au tograph  a s  a r t i c u l a t i o n  and tim e d u ra t io n s , 
i l l u s t r a t i n g  a l t e r a t io n s  only  when n e ce ssa ry  to  e s ta b l i s h  c o n s is te n c y  
i n  perform ance. Next, elements o f  s t y l e ,  such as the p r e v a i l in g  t e x tu r e ,  
an  adopted  a r t i c u l a t i o n  where none was in d ic a te d ,  and th e  harmonic back­
ground were c o n sid e red . The sequence i s  based upon the view th a t  the  
c a p a b i l i t i e s  o f  the  in s tru m en t and the  p r in te d  requ irem en ts  o f th e  com­
p o ser tak e  p r io r i t y  over s t y l i s t i c  c o n s id e ra tio n s  and th e o r e t i c a l  back­
ground.
The value o f u n d erly in g  th e o r e t ic a l  c o n s id e ra tio n s  n o tw ith s ta n d in g , 
th ey  p la y  le a s  a r o le  i n  de term in ing  perform ance p ra c t ic e  th an  had been 
a n t ic ip a te d .  For the  most p a r t ,  te c h n ic a l  c o n s id e ra tio n s , such a s  p e r­
form ing a m u ltip le  s to p  so th a t  i t s  members would sound a s  n e a r ly  
s im ultaneous as  p o s s ib le  and observ in g  re s p e c tiv e  tim e d u ra tio n s  as  
a c c u ra te ly  as  p o s s ib le , take  precedence over s t r i c t l y  t h e o r e t i c a l  
c o n s id e ra t io n s . Even te x tu r a l  c o n s id e ra tio n s  such as the  a r t i c u l a t i o n
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o f m elodic l i n e  appear to  be o f  g re a te r  concern than  non-harmonic tones 
in  in n e r  vo ices  and th e  d e f in i t io n  of harmonic background* This i s  n o t 
to  su g g es t t h a t  th e o r e t ic a l  c o n s id e ra tio n s  a re  n o t s ig n if ic a n t*
S e v e ra l a sp e c ts  o f perform ance and perform ance p re p a ra t io n  a re  a id ed  
by an aw areness o f  harmonic background, two o f which a re  j u s t i f i c a t i o n  
fo r  d e c is io n s  in  p h rasing  and r e te n t io n  in  m em orization. However, i n  
the  p ro c e ss  o f m u ltip le -s to p  perform ance, th e o r e t ic a l  c o n s id e ra tio n s  
seem to  make t h e i r  d i s t i n c t iv e  c o n tr ib u tio n  more th rough  an i n t e l l e c t u a l  
re c o g n itio n  th an  through a u r a l  re c e p tio n . T h is , th e n , i s  the  value o f 
th e  accompanying harmonic a n a ly s is  o f each movement under in v e s t ig a t io n  
— to  p rov ide  a th e o r e t ic a l  background f o r  i n t e l l e c t u a l  c o n s id e ra tio n .
Two c h a r a c te r i s t i c s  o f  perform ance which have been o f concern 
th roughou t th i s  study  a re  s ty l e  and melodic a r t i c u l a t i o n .  These a re , 
however, dependent upon tempo and im p lied  dynam ics. Bowing s ty le s  can 
be s e le c te d  from  th e  c le a r ly  d e fin e d  tech n iq u es  of th e  breaking bow 
s t r o k e ,  th e  c ru sh in g  bow s tro k e , and th e  a rp e g g ia te d  s tro k e . Yet th e  
perfo rm er m ust f i r s t  base h i s  bowing d e c is io n  upon ten^o and dynamic 
l e v e l .  A r a p id  tempo ençloy ing  fre q u e n t m u ltip le  s to p s  suggests the 
c ru sh in g  bow s tro k e , p ro v id ed  a fo rc e fu l  and r e l a t i v e l y  loud  dynamic 
le v e l  i s  ap p ro p ria te *  A slow tempo, perhaps o f  a marked l y r i c a l  q u a l i ty ,  
su g g es ts  an  a rp e g g ia te d  o r broken bow s tro k e  depending again  upon the 
ch o ice  o f  dynamic le v e l .  A l e s s  f o r c e fu l  dynamic l e v e l  c a l l s  f o r  the 
a rp e g g ia te d  r a th e r  than  th e  broken bow s tro k e .
W ith in  th e  co n fin es  o f  te c h n ic a l  l im i ta t io n s ,  d e c is io n s  a s  to  
m elodic a r t i c u l a t i o n  a re  dependent a lso  upon the p re v a il in g  te x tu re  and
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lo c a t io n  w ith in  th e  m u ltip le  s to p  o f  th e  member (o r  members) o f th e  
m elodic l i n e  (o r  l i n e s ) .  D eterm ining emphasis in  dynamics and in  tim e 
d u ra tio n  i s  dependent upon th e se  f a c to r s .  The Bach autograph  o f f e r s  no 
in d ic a t io n s  of e x p re ss io n  and f re q u e n tly  no suggested  tempo o th e r th an  
cou ld  be in f e r r e d  from  the t i t l e  o f  th e  movement and i t s  lo c a t io n  w ith ­
in  th e  sonata o r p a r t i t a .  T h e re fo re , much i s  l e f t  t o  th e  d is c r e t io n  o f 
th e  perfo rm er and to  h is  te c h n ic a l  a b i l i t y  and m u sic ian sh ip .
Perform ance I n te r p r e ta t io n  o f m u ltip le  s to p s  in  th e se  sonatas and 
p a r t i t a s  has o c c a s io n a lly  been hanpered by in c o n s is te n c ie s  in  B ach 's  
cho ice  o f stem d ir e c t io n  and a r t i c u l a t i o n .  As an in s ta n c e  of t h i s ,  
compare the fo llo w in g  two movements; "Sarabande" from P a r t i t a  No. 2 
and "Loure" from  P a r t i t a  No. 3 . Measures one, two, e lev en , and tw enty- 
one o f th e  Sarabande in c lu d e  f iv e  m u lt ip le  s to p s  wherein a l l  members 
o f  each a re  a tta c h e d  to  a s in g le  stem . Yet th e se  examples can be 
perform ed no more l i t e r a l l y  than  th e  o th e r  m u ltip le  s to p s  which occur 
in  the same movement, a l l  o f w hich a re  com prised o f  d iv id ed  stem s.
I n  the  Loure, which c o n ta in s  v i r t u a l l y  th e  same number of m u ltip le  
s to p s  as  th e  Sarabande, only  one (se e  measure e lev en ) i s  n o t i l l u s ­
t r a te d  on d iv id ed  stem s. Both dance movements exem plify a p rim arily  
homophonie te x tu re  and to p - l in e  melody. The upper no te  i n  a l l  o f the  
single-stem m ed m u ltip le  s to p s  c i t e d  cou ld  have j u s t  as  lo g ic a l ly  been 
sep a ra ted  from the  rem aining members so as to  r e p re s e n t  a co n sistency  
in  melodic d e lin e a tio n  th roughout e i th e r  movement. The problem  of 
in te r p r e t in g  stem d iv is io n  ta k es  on g re a te r  dim ension in  th e  longer 
movements and perhaps i s  n o t so lv a b le  o ther than  to  be la b e le d  an
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in c o n s is te n c y  in  n o ta t io n .  However, one p o s s ib le  ex p lan a tio n  m ight be 
an a tte m p t by th e  composer to  in d ic a te  i n  those  In s ta n c e s  o f non­
d iv id e d  stems a change to  a lo u d e r dynamic le v e l ,  which in  tu rn  cou ld  
be achieved by a ra p id , fo rc e fu l  bow s t r o k e .
A nother a rea  o f  in c o n s is te n c y  a p p a re n t i n  the  au tograph i s  in  
a r t i c u l a t i o n :  th e  use o f ,  o r  absence o f ,  s lu r s .  F requen tly  two o r 
more s h o r te r  n o te  v a lu es  o ccu rring  s im u ltan eo u s ly  w ith  a lo n g e r n o te  
v a lu e  a re  n o t s lu r r e d .  This would su g g es t e i th e r  an a b b re v ia tio n  o r  a 
r e p e t i t i o n  o f  the  l a t t e r .  The problem  o f te n  can be so lved , however, 
by th e  a d d it io n  o f  s lu r s .  N otice the  p rev a len ce  o f th i s  s i tu a t io n  in  
"Andante" from  Sonata No. 2. In  t h i s  movement th e re  i s  on ly  s l ig h t  
ev idence  a s  to  th e  com poser's in te n t io n  re g a rd in g  a r t i c u l a t i o n .  For 
an o th er  example o f in co n s is ten cy  i n  a r t i c u l a t i o n ,  see Chapter I I ,  the  
paragraph  on s ty le  c h a r a c te r i s t i c s  o f  " S ic i l ia n a "  from Sonata No. 1 , 
S e v e ra l re c u rre n ce s  o f  a c h a r a c te r i s t i c  p assag e  are  n o t a r t i c u la te d  i n  
a c o n s is te n t  manner. In  both movements c i t e d  above and th roughou t t h i s  
s tu d y , a c o n s is te n c y  in  a r t i c u l a t i o n  among l i k e  f ig u re s  has been adop ted  
and in s e r te d  where m u ltip le -s to p  perform ance i s  concerned.
I t  i s  hoped t h a t  th e  p re se n t s tu d y  has p rov ided  an in s ig h t  f o r  th e  
v io l in  s tu d e n t , n o t on ly  in to  th e  i n t e r p r e t a t i o n  o f m u ltip le -s to p  
perform ance in  th e se  works o f Bach, b u t a l s o  in to  e s ta b l is h in g  c r i t e r i a  
f o r  n o n - l i t e r a l  i n te r p r e ta t io n  w hich may be re q u ire d  in  works o f  o th e r  
com posers. As w ith  many programs o f  in q u ir y ,  t h i s  in v e s t ig a t io n  upon 
i t s  com pletion  appears  to  suggest th e  p o s s i b i l i t y  o f f u r th e r  and more 
d e ta i le d  study  i n  s e v e ra l  r e la te d  a r e a s .  E x cep t in  few in s ta n c e s .
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t h i s  s tu d y  has n o t a ttem p ted  to  d esig n a te  th e  bow d ir e c t io n  o f m u ltip le  
s to p s , nor has i t  a ttem p ted  to  so lv e  a l l  the  problem s of a r t i c u l a t i o n  
ex traneous to  th o se  r e l a t i n g  s p e c i f ic a l ly  to  m u ltip le -s to p  perform ance. 
The in f lu e n c e  o f te c h n ic a l  l im i ta t io n s  in  perform ance upon dynamic 
f lu c tu a t io n s  and o f harmonic a n a ly s is  upon m em orization a re  o th e r  a re a s  
o f in v e s t ig a t io n  which m ight in c o rp o ra te  f in d in g s  o f th i s  s tu d y . Yet 
an o th e r concern , th a t  o f double s to p s  and t h e i r  n o n - l i t e r a l  i n t e r p r e t a ­
t io n ,  has been touched upon only  l i g h t l y .  Each o f  th e se  a re a s  appears  
to  be a s ig n i f ic a n t  source f o r  f u r th e r  in q u iry .
BIBLIOGRAPHY
Books
Blurae, F r ie d r ic h ,  Two C en tu rie s  o f Bach, An A ccount o f  Changing T a s te . 
London: Oxford U nive^rsity B re ss ,~ ï9 $ 0 ,
Boyden, David D. The H is to ry  o f  V io lin  P lay ing  from  i t s  O rig in s  to  
1761. London: Oxford unTîrârs i t y  P re s s , 196^.
B ukofzer, M anfred F . Music in  th e  Baroque E ra , Mew York: W. W.  N orton, 
1917. ---------------------------------------
Cone, Edward T. M usical Form and M usical P erform ance. New York: W. VI. 
Norton, 1968.
Emory, W a lte r . B ach 's  Ornam ents. London: Novello and C o ., L td . ,  1953.
F le sc h , C a r l. The A rt of V io lin  P la y in g . Vol. I I .  New York; C arl 
F is c h e r , I n c . ,  193^7
F o n ta in e , P a u l. Basic Formal S tru c tu re s  in  Music. New York: A ppleton-
C en tu ry -C ro fts , T9^?l
Galam ien, Iv a n , p r in c ip le s  o f  V io lin  P lay in g  and T eaching . Englewood 
C l i f f s ,  N. jT i P re n f ic e -H a ll ,  I n c . ,1962%
G em iniani, F ran cesco . The A rt o f P lay ing  on the  V io lin , 1951. London: 
Oxford U n iv e rs ity  P re s s , l91iO.
G reen,D ouglass M. Form in  Tonal M usic. New York: H o lt, R inehart and
W inston, I n c . ,  1965.
G rou t, Donald J .  A H is to ry  o f  W estern M usic. New York: W. W.  N orton, 
I960.
H eron-A lien, Ed. V io lin  Making As I t  Vlas and I s .  Boston: E l ia s  Howe
C o ., 1 9 1 1 i . -------------------------------------------------
Kennan, K ent. C o u n te rp o in t, Based on E ig h teen th  C entury  P r a c t ic e .  
Englewood C l i f f s ,  N. J . :  P re h lic e -H a ll ,  I n c . , 1 9 5 9 .
Lang, P au l H. Music in  W estern  C iv i l iz a t io n .  New York: W. W. N orton.
m i . -----------------------------------------
90
91
MoHobq, Allow I ,  Daflio t’r la o ip le a  o f  The Technique o f  18th  and 19th 
Century Com poalilon. New ÿorkj A ppieton-C entury-C lrbfta, I n c . ,
i 9 r r .  — - - - - - - - - - - - - - - - - - -
, C o n trap u n ta l Harmonic Technique o f the 18th C entury . New 
York: A pplo ion-fien tury-flro f'la , în c  . , T9L7.
Meyer, Leonard B. Emotion and Moaning in  Music. Chicago: U n iv e rs ity
o f  Chicago P re s s , 19^6%
M ilos, Tlusaoll Ft. Johann S eb astian  Bach, An In tro d u c tio n  to  His L ife  
and Works. Englewood d lit'l^a , J« :  ‘T r e n t lo e - r ta l 'i ,  T n c . , l9%77
M ozart, Leopold. A T re a tis e  on the Fundamental P r in c ip le s  o f  V io lin  
P la y in g . LonSfoni A xforcTU niversity  t^res'a, 19L8.
p is to n ,  W alte r. Harmony. New York; W. W. N orton, 1962.
R o th sc h ild , F r i t z .  The L ost T ra d lt io n  in  Music, Rhythm and Tempo in  
J .  S . Bach'a Time. )}ow i^ork: Oxford U n iv e rs ity  P re s s ,  1953.
 S tr e s s  and Movoment in  th e  Works o f  J .  S. Bach. London:
Adam and C h arles  B lack, t t3 7 ,  1966. “  ”
Schw eitze r ,  A lb e r t ,  J .  S. Bach. London: Adam and CFmrloü Black, 1923.
S p i t t a ,  P h i l ip p .  Joliann S éb as t ian  Bach. Vol. IJ London: Mov<;Iio and
C o., 1991 .
S te in ,  Leon. S tr u c tu re  and S ty le .  E vanston, 111.: Suimny-Birchard
Co. ,  1962.
S to ev in g , P au l. The S to ry  o f th e  V io lin , London: The W alte r  S co ttr^ s x* ill© 5X|0r^ i 
P u b lish in g  Co'.', I9ÔI1. “ “
U lr ic h , Homer and P is k , Paul A. A H is to ry  o f  Music and M usical S ty le .  
New York: H a rco u rt, Brace and W orld, T n c ., I 963.
A r t ic le
Boyden, David D. "The V io lin  and i t s  Technique in  th e  l8 th  C entury ," 
M usical Q u a r te r ly , m v i  (Jan u ary , 1950), pp. 9 -3 8 .
D ic tio n a r ie s
A pel, W i l l i ,  ed . Harvard D ic t ionary o f M usic. Cambridge, M ass.: The
Belknap P re s s  o f  Harvard UniversTEy ^ r e s s ,  1969.
92
Blom, E r ic ,  ed . Grove*8 D ic tio n a ry  o f Music end M usicians. New York; 
S t .  M artins P re s s ,  I n c . ,  i 9 ‘j l |.
D is s e r ta t io n s
B o y a jisn , Howard N. The Im p lic a tio n  o f  Polyphony in  Perform ance o f 
R epresen ta t iv e  Moveroents  from  thê lJnaocompanlê3 ëdn a ta s  and 
^ o r t l t a s  f o r  V io lin  by 7 .  5 .  boston  U n iv e rs ity , l9 b b .
T ro tio k , Sidney Jam es. An A nalysis  o f perform ance p ra c t ic e s  f o r  the  
Johann Sebas t ia n  BaoH dhaconne, Ann A rbor, Mich.: U n iv e rs ity
M icro film s, ï n c . , 1957.
M usical Scores
Bach, J . S . S ix  S onatas fo r  Unaccompanied V io lin . H untinpton S ta t io n ,  
N. Y .! Rckln P . Kalmus, i% B .
M ellm esberger, J . ,  ed . Bach, J .  S . ,  Sechs Sonaten fu r V iolJne S o lo . 
L e ip z ig ; C. F. P e te r s ,  undated .
Hermann, F r ie d r ic h ,  ed . Bach, J ,  S . ,  6 Sonaten fu r V io iin e . L e ip z ig ; 
B re itk o p f & Har t e l ,  undated.
Herrmann, Eduard, ed . Bach Sonatas and p a r t i t a n  for V io lin  So lo . New 
York: G. Schirm er, 190ÜI
Joachim , Joseph and Moser, A ndreas, ed . J o s .  Seb. Bach Sonaten und 
P a r t i  te n  fu r  V io iine  a l l e i n . B e rlin : Bote a n ï Bo'ck, 1908.
Recordings
Qruraiaux, A rth u r, v i o l i n i s t .  "Sonatas & P a r t i t a s  fo r  Unaccompanied 
V io l in ,•* by J .  S. Bach.
M ils te in ,  Nathan, v i o l i n i s t .  " P a r t i t a s  and Sonatas fo r  Unaccompanied 
V io lin , ** by J .  S . Bach.
Loveday, A lan, v i o l i n i s t .  "The H is to ry  o f  v io l in  P la y in g ,"  a companion 
re c o rd in g  to  th e  book o f th e  same t i t l e  by David D. Boyden.
PERFORMANCE PRACTICE OF MULTIPtE STOPS IN TTE SONATAS AND
PARTITAS FOR UNACCOMPANIED VIOLIN OF J . S. BACH
TOLÜME I I
BY-
DENMAN WAYNE QERSTUNQ 
N om an, Oklahoma 
1970
TABLE OF CONTENTS
TOUJME n
Page
SYMBOLS USED IN ANALYSIS.........................................................................  i l l
LIST OF MUSICAL SCORES
1 . Sonata No. 1 , A d a g io .............................................................  1
2 . Sonata No. 1, Fuga ..................................   $
3 . Sonata No. 1 , S lc l l la n a  .......................................................  13
U* P a r t i t a  No. 1 , Allemande ..................................................... l6
P a r t i t a  No. 1 , Sarabande .....................................................  21
6 . P a r t i t a  No. 1 , Bourree ......................................................... 23
7# Sonata No. 2, Grave ...............................................................  27
8 . Sonata No. 2, Fuga .................................................    31
9 . Sonata No. 2,  Andante ...........................................................  U3
1 0 . P a r t i t a  No. 2, S a ra b a n d e   ..........................  U6
1 1 . P a r t i t a  No. 2, C h aconne .........................    W
12 . Sonata No. 3, Adagio .............................................................. 68
13* Sonata No. 3,  Fuga ..................................................................  72
m .  Sonata No. 3, L a r g o   ....................................   87
1 $ . P a r t i t a  No. 3, L o u r e ..............................................................  90
16. P a r t i t a  No. 3j  Menuet I   ...........................................   92
STMBOIS USED IN ANALYSIS 
The fo llow ing  i s  a l i s t  o f symbols which a re  used i n  Volume H  
and a re  c o r r e la te d  w ith  d isc u ss io n  i n  Volume I .
g ;  Key a n a ly s is  (m ajor)
J(j-\ Key a n a ly s is  (m inor)
I l l u s t r a t e d  perform ance o f m u ltip le  stop  
ap p earin g  i n  Volume I I  ( re fe re n c e  
in  Volume I )
Numbered measure 
Non-harmonic to n e  (e n c irc le d )
yI P iv o t chord o f m odulation (arrow  in d ic a te s
' harmonic a n a ly s is  co n tin u in g  in  new key)
Harmonic cadence
  Melodic p h ra s in g  (used  when melodic does
n o t c o in c id e  w ith  harmonic cadence)
i l l
Numbered v a r ia t io n  i n  "Chaconne" from 
P a r t i t a  No. 2
SUB.
êPI.
Fugue s u b je c t  o r ep isode e n tr ie s
i v
S O N A T A  No.  1
A dagio .
4
)
:S' 1
B/
;
VA
(4 $ '
V
V^'
rflIK c
l :-*•If '^
%:
VA
\A

S O N A T A  No.  1
F u g a
r r y j y f y  py
VA
Ij
©
-  1^ -
(Ta
4«lt
:!l:
♦ I  Ü L  'T
d:
I1CN.VN
I
IQ- •-
*«#'Ivb•4JV I
Ÿ
~y
I
.cl;
©
I .
@ 1
v \
©q
( / I ) ,
iSN Jf^  z
8Ik
©
SL
! I.
4 l ! f ^  -  
"k
.
10
©
©
©
V\
>
v~\
rO
Ü
©'
1
i l
I
% 
1
#
I
#  
I
•1 ; 
&
CP5
11
12
-
i^ ll c
S O N A T A  No.  1
Siciliana
r <i.
w
Hi
\
■-Î' [11
m
IT
4
15
t a
P A R T I T A  No.  1
Allemande.
s I -n ^  1:3
/ r- , V"t
Ov
- i
0
1 _: 
_h,h_
P
•- -"' r -?---- -^ -‘-  ,-1.---— #T%  * ,«'--- ~.  -»--!
^   ^ ♦  - — #  —-  « A  -  ■ «* s — '0 -  ~ ~  * -  -  -^ w -  - — ^  *■“  »  1      -  -  . — — — - - - -
^  t 4P r ~  0  ' I * 1 “ ' -  “  — — —  Æ * -  A  ■  -* —~  - — . . .  — —   ------- ——.  -  —  — —  —  I
- ^  - —  '  I — -  - *  -  - t  -  —  - ^  - —  - -  0 r  ■ “  t  '  —  ~  —  -  .  — ^ — - —  - -  — -  ^  9  ~ —  ^  -  — *
10
17
18
lïï *<
0 " : i
%
19
ri
T%
©f
20
-1
P A R T I T A  No.  1
Sarabande.
' i @
?.
i O . li­ lt.
W % ,'i r
A
f -  I  ' '  j
: ? = f = F W m # #
n
e - VH j
22
■A'. Vv
'iT
4f
ft 4.
V \
y
f -  '
rr»'r
4
iA_ \-\ 
¥  ,.\-v
d t
,N \XX
P\
V''
P A R T I T A  No.  1
Bourrée! i
r r0 , 0 r
- »  i
? p /
Â -
.  4  4
i
V 1
3
P ^ row
O
; ^ =
T
? G ) m D 0 L3
f.
r— T— 
" 4, ^
\
C l /' ,
#
# =
-y —
L 0  .
■*■
'<
- a— 1, i
" i f ' : &
2h
0
'V
I'Jl
#
«i
m
(
v\
4f|
0 %
I? ’
©
' @ :
&
-N -
I A.
#
% "  . # 4 1
«li^ zn. Y*\
.1'
25
I/,
i
(V,
(F)
«
y *
d
(?j** w
T T "
<t,v;
; \ \  
V
Q
♦.-iw (J 
♦
(R )'
ÏÏÎ
(?)
|h >  ^
\
IIt , . \ 'V»
/
4 " '
\<\
(Fy
%
J
X'*
\ A
(H
ki'.iI*
( t )
26
;of
1
uu
S O N A T A  No.  2
Grave.
?
r\>
26
I)
I
/Q
V \
29
©
Là
\
*z
I E
<T
0 1
zr
s  0 bT A T A N o .  2
F u g a .
M
33
:
p
I
31i
Hiii
Ë
3S
f
idII*-,
^ J i ;  7
' 3
«%
36
I ,
-
1
-J
I
©
©
37
\
0
v \
:
I "
\VA
E
m m
© f .
39
m # /
\A
\
%))
' r
Jr't
<A
C .
h+f"
' V ©  r m
#
i r
(/%
0&
-TC-%1
1
" 1 1
'k-fl
,r 'c ,
r j )
I ®
' 0
h
A ®
4>
:C
\-A
i w J _ 7 J
VA 4^|! ^ *- d-sili ;
l e
■I iiv--' W
>*
O ,
1
\A
5k
0
\
b i ®
on
îBr
f #
19.1 f_f/
 ^ j © 4  @ i
f wt i '  ,.W tS' ,j/
— iH
w,'
S O N A T A  No.  2
A ndante .
m
©  c ï
1.
#
M
t z î C l ^ .
r-T-f-r-y-T
Z
A
/'& >1/f-4
5"
Wf
5
G
if .
a -II.
If Fine. !
C-
P A R T I T A  No.  2
Sarabande.
U7
P A R T I T A  No.  2
Chaconne.
/. x.i ^
ll- I t
/»• N.
y
U9
50
I* VjA
©
y
© I
©
îr*
©
I " " ,
51
111
©
t*
k
ifta-
52
S i
©
p
©
'A
mm
<*>
UN
L_ •-i
li-
t
L _
Oo
55
I t
- - I t
It
©
"I'» V-v IK
t1-
tK Çî
%
& w
Ï -
\
$6
Si
(D
-*l
«
AA
0 v\
57
-ql4
©
© ©
mr
di - ^
r
!'<C %
r
%
V t, V>. vV. y î V7 .  Y f -  V I .  f «
t  T  i f j  I
,T W f y
aM = U l
r = r t
j . ©  ^
NÎ £S -XS I f
60
!♦
VA
61
© i
K ,
I
62
I
63
%
Y, '
l y - .
"li-
'iU-VA
f
,\\A 
t? r \ '^
ir<i»
L_ VA<
î  f t ' r "
6U
W)
%
6$
II
if V-V
J
:
66
67
I Kû-
S O N A T A  No .  3
A dagio.
o ©
c -  ï
ï -  A  — A ' > ----------r - -------)-------- 97-—-----jr--------- 9--------- 7 »------- 7------- 7------
I i f i  j f i  r ô .
T® T f
— 1 _i:_ ---- - i  i ' '  ZJZ 1- J7 - - ( ^ 7 ^  —f"ij*»---
— f  ~ ^ — — H i----------r r  V
,9. ^  i**'-
o\
CD
® L l i  '
69
\A
i
i
e  m
I P m
f @ F©  L - ,  ^  f  0  f  F F
©$1-
-«I
%i
- C
g ,
§
w
k
vA ';
\4  (U-K-
H
11
y "
II)
K
©
^ 1 «IÎI
-4
-b -#
(
XL
S O N A T A  No.  3
F uga .
V ,  - f t  i . ;  ^
/  ii ^
L p T r ' r
/; "'7 /( X V
SMB.
&  i  f  I
I >  ^
sue.
/"
/f.. "i _  '7 n
r :  V< ' t y 7 - 'f f
U pi- ?;<■'
XI- i*'-
w
iV ^  i l
f>  vi‘ % 5: V. vj;
/  * ^ 4 "% -^ t-
F ©  t e  F ~  ®
stEElJ3© ^>^
f^ > f  m f  C-T f0* f '  f
m
-siu>
a-
^  r r j ^ r 4 ^ ' (
49.
2^
75
76
( F
03
"3Y)
c :
/ «
I s.
0 ' at * #
— %
—+
Q '
-3 ji l i
77
I
It-
1
76
I
V\
Î
'D
g :
I S ) / '
(l!.|
C'
(D -r
v t t
^ i l
N-
♦
f#I
; i /
J
.T'4fp« kiVjiSl
SIU JI-
Q l h
V^S VA
VJ
•4j
:"3
79
f
CD
V \
l i t
S
al rivcrso
i i r ^
M ta f f
^  —^ A RP- -£*-
,tt /'f  ■'’■* '’"'i /: ,-3
'" j  J H ’^ h f  / t - 4  ^ ' f ‘^ ï ^  j f i  i l
■■>■<' ,« -?  , 4 -».
? f> '
f  i t  L  S M
Ô
81
9
&
© $% — 1: '
^  T >' - J s k ^  - 4 >
-TT*
'f ^  1 ;- CsJ^K - 'û -  -'>
- i
r  - i r k
©*^ ’i
1 '
'  1
c ' >
1 i% j& _ . .  1
I t*^ TSilit-'^^*'
W
82
I
&
A’'
V \
vj
Va
V\
< 4 :s
83
-6
II*-
V)
i i
tT{
rcr f C f
oo
, A
©  © i  j © j  , @
-£0T Ye? V»/ •off?
Ar-»
\4
.'OjlL
59
86
g :
« i
v\
'44- - ^
87
o
<
EH
<
O
CO
I  -
7
V\
08
I
(
%
VA
'•1  ^ v\
89
% W
P A R T I T A  Mo.  3
L o u r e .
VOo
®
VI V"l
V '
$%- t  Î -  *  Î^  V
'' g  :
91
v\
L
I
-n
g
I
il
j
i
V\X
y~\
4-
v-y /
f-r,
# IL
® m . ^
-H
VA
- V^
\Z
\À
\ \ y \
VA
- a
I
M -
h t i
I I
® .
tui® 
tsi
I
©
Ùi
' \
- <
\
iL H
f i
- r  VA
I ®
*«
A
I f
l i  >ü
j.k
k - <
VA
P A R T I T A  Mo.  3
Menuet I.
m i —i -
Ï :
..... ^
^ \ j
© - , ©
,_i _ .-. p_Jfi^^ir::_{r J*, -rrT%©iIf%z
Si '<'!X S  '"'i '^ ' ■"' X  ^  ^
;  j
© f '©
j r
//
V '
\oro
93
O-
v\
V \
